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Movement for EveryBody
MACE is a 501c3 not-for-profit organization whose purpose is to provide education and training that specializes around physical movement in the performing arts.
MACE was created out of the need to have one place where people could
study physical movement in all its forms. We are continually progressing
toward that goal by offering more workshops and classes each year in more
movement styles. We bring in some of the best instructors in their fields of
expertise because students deserve nothing less. If you want to be the best,
you need to train with the best.
While we cater to performing artists, our workshops and classes are for
everyone. All shapes, all sizes, all backgrounds. MACE feels everyone can
benefit from movement training. After all, everyone moves.
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I hit myself in the face. It was unintentional—my hand was supposed to go to 
my chest to knap a face hit. Instead, on perhaps the tenth run of the morning, I 
mixed up my mental commands and smartly rapped my own face.  I recall look-
ing at my hand in surprise, as though I wasn’t quite sure what had happened. 
Every stage combatant has had a moment such as this—a moment of miscom-
munication with the self. Each of us wants to be an excellent fi ghter. Each of us 
wants to be a good (not necessarily nice) partner. Each of us wants to illustrate to 
our peers our hard work and talent. But then each of us will eventually go up on 
a line, drop a weapon, or hit ourselves in the face.  I’ve been told it’s how we deal 
with these mistakes that truly illustrate our talent.
Th ere are several references to Paddy Crean in the following pages, and the word (or 
sound) he used to describe the intangible presence of the swordfi ghter, “Za!” Za suggests that 
there is a meeting of physical and mental conditions that enable the stage combatant to tran-
scend being a person with a weapon to a character in which the audience believes.  But how 
does the beginner to our profession hope to achieve such an elusive goal? You will hopefully 
fi nd some answers in this issue of Th e Fight Master. Several of the articles presented explore 
the ways in which the body enhances or impedes the illusions we want to create on stage. Be 
it our eyes, our feet, or our stature, physicality is key to selling a performance.  Wh en the body 
creates a barrier to success, how can teachers encourage students to surmount it?
How does the classroom foster space for the fi nding of Za?
Th is is a good time to congratulate all the newest Certifi ed Teachers who completed their 
training at this year’s National Stage Combat Workshop (NSCW).  Our craft  will always need 
the passion of new voices, and the community as a whole looks forward to what you will con-
tribute in the coming seasons.  Of course, I anticipate that when you’ve found something new 
or interesting in your coursework, you’ll contribute to this publication so that the rest of us 
can share in your discovery. In mean time, make sure to visit the SAFD’s new and improved 
website, and add your names to the directory so you can be discovered by students.
    Be well. Fight well.
Correction: In the Spring 2015 issue of this journal, Justin Krall’s name was improperly 
printed. His proper middle name is Mitchell, not Michael.  
Jean A. Monfort, Editor
fmeditor@safd.org
Editorially Speaking
Published bi-annually 
Copyright ©2015, SAFD
EDITORIAL STAFF
Editor
Jean A. Monfort
fmeditor@safd.org
Art Director
Jonathan Wieder
fmartdirector@safd.org
Associate Editors
Michael Mueller
Advisor
Ian Rose
FMRep@safd.org
GOVERNING BODY
President
J. David Brimmer
President@safd.org
Vice President
Chuck Coyl
Vice-President@safd.org
Secretary
Darrell Rushton
Secretary@safd.org
Treasurer
Andrew Hayes
Treasurer@safd.org
AAC/AC/Friend Rep.
Zev Steinberg 
ACRep@safd.org
Certifi ed Teacher Rep.
T. Fulton Burns 
CTRep@safd.org
Fight Director Rep.
Paul R. Dennhardt 
FDRep@safd.org
Fight Master Rep.
Ian Rose
FMRep@safd.org
ADVISORY BOARD
Chairman
Jeff rey Koep, Ph.D.
Board Members
Geoff rey Kent, Robert 
L. Hobbs, Lisa M.K. Jones, 
Kim Zimmer
HONORARY MEMBERS
Rod Colbin, Anthony 
De Longis, Richard 
Gradkowski, Dale Kirby
FıghtMasterThe
The Journal of the Society of American Fight Directors
FıghtMasterThe
FightMaster
The Journal of the Society of American Fight Directors
Editorial+Contribs.indd   2 9/16/15   8:45 AM
THE FIGHT MASTER FALL 2015  |  SAFD.ORG  3
SUBMISSION GUIDELINES
Editorial and graphic content featured in The Fight 
Master is the product of contributions from SAFD 
members of all levels as well as from the global 
stage combat community. Participation is greatly 
encouraged and submissions are accepted on a roll-
ing basis, with deadlines for the Fall and Spring edi-
tions occurring on June 1 and December 1 respec-
tively. For submissions by traditional mail, please 
send a shipping address request by email.
Articles
Submitted material will be edited for clarity and 
length with the assistance and approval of the au-
thor. Articles should include a short biography 150 
words or less, as well as contact information. By sub-
mitting material to The Fight Master, it is assumed the 
author agrees the following:
&  All submissions are subject to editorial discretion
&  All work submitted is assumed to be the original 
work of the author, and The Fight Master will not 
assume any of the author’s copyright liabilities 
and publication rights.
&  Submissions must include any and all necessary 
supporting documentation (bibliographies, etc.)
&  Before publication, author must approve all 
changes beyond grammar and conventions
&  Submissions must be written in a clear and  
professional manner
&  No submissions defaming individuals  
by name will be published
&  Authors are assumed to be working toward 
the betterment of the SAFD and, thus, will  
not be paid for submissions
Please forward submissions and questions to:
Jean A. Monfort, Editor
fmeditor@safd.org 
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Both digital and traditional photographs are accept-
ed; however, resolution will play a factor in where, 
or if an image is used. All photos should be accom-
panied by the names of the performers w/ roles (if 
fewer than five are pictured), photographer, play, 
playwright, fight director, theatre company, and 
year of performance. Without this information, we 
can not give proper credit to the contributors and 
the picture will not be used.
Traditional images/negatives submitted by mail 
should be sent in an envelope clearly labeled 
“Photos—Do Not Bend,” with larger photos se-
cured between cardboard or foam core. Submis-
sions should also include a return self-addressed, 
stamped envelope.
Digital images must be submitted in an uncom-
pressed format (RAW, TIFF, PNG or TGA) on a CD 
or DVD if possible. Images that have been reduced in 
size to send by email will also be considered as long 
as a larger version exists that can be requested later. 
Please do NOT crop or alter photos. Touch-ups and 
color correction will be performed as needed.
Please forward submissions and questions to:
Jonathan Wieder, Art Director
fmartdirector@safd.org
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So for example, when we choreographed the fight 
against the Great Beast of London for Rob Kauzlaric’s 
adaptation of Neil Gaimon’s Neverwhere, we were working 
with a bunch of large wicker puppet pieces that a half-dozen 
actors were manipulating to create the beast.  Th e ability of 
the pieces to assemble, disassemble, and assemble in a dif-
ferent confi guration at will gave us the idea that that would 
be how the beast fi ghts – disincorporating when att acked 
and then re-incorporating when it made its own attack.  
Th e fi ght followed from that basic plan. (And of course, the 
humans had their own plans - a fi ght is what results when 
two plans are crashed together.  But we aren’t talking about 
humans right now.)
On the other hand, when we were working on the vio-
lence for John Hildreth’s adaptation of Watership Down, we 
started with videos of animals - defi nitely rabbits, but also 
other animals - to come up with the ways animals could 
move, and from there we got a sense of how a rabbit would 
win a fi ght, allowing us to develop plans that made sense 
for rabbits, and resulted in the case of one fi ght in a high-
fl ying fi ght where the actors leapt at each other, crashed into 
each other in midair, came down and leapt apart, striking 
as they did, to do something similar again.  However, the 
big showdown between General Woundwort and Bigwig 
looked quite diff erent, since the actors were both big men, 
well over six feet and powerfully built, and a fi ght like that 
wouldn’t make sense for them - neither of these huge rabbits 
would fi ght like that.  Instead, the movement took on more 
of a bear-like quality that suited the plans that such powerful 
characters would rely on. —Rick
Editor: For the fi rst time since I took over stewardship of Th e Fight 
Master, I received some feedback on an article fr om a member of 
the community. Th is response to “Acting: Red Tooth and Claw” 
comes fr om Richard Gilbert of R&D Choreography: 
I think the most important thing to consider when de-
signing violence for a non-human is no diff erent than with 
a human, and comes back to our mott o: “Fight plans, not 
moves.”  As actors, of course, you 
have to perform your choreography, 
but that is not what you should be 
doing on stage any more than ‘say-
ing your lines’ is what you do on 
stage.  Your character does not have 
choreography, she has a plan. Th at 
plan is what she wants to have happen in 
the fi ght, and it oft en won’t go down that way, but she is 
always trying to accomplish the plan.  So, for example, the 
choreography might be my opponent feints, I respond to 
the feint and he disengages and kills me, but none of that is 
part of my plan.  My plan is to parry his att ack, and I need to 
be trying to do that, or it is going to look fake.
How does that apply to non-humans?  Th e fi rst thing you 
need to do as a designer is to think about what the charac-
ter’s plan would be: what does she want, and what tools will 
she employ to get what she wants?  You will fi nd references 
for those tools in videos of animal movement or from the 
way the costume or set or whatever helps create the crea-
ture, or from the text where the playwright describes what 
she envisions, or any number of places.
Letter to the Editor
The Pen is Mightier...
 Use this space to draft your choreography, take notes, or start your own contribution!
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something beyond ourselves. So how do we, as hum
ans, transition 
the many fighting styles available to us to believa
bly incorporate 
non-human movement? 1
Whether playing animals, aliens, or transformed h
umans, a re-
evaluation of what we constitute as action, and th
erefore combat, 
must be addressed by each performer. For exampl
e, a zombie does 
not care about dismemberment. An alien may have r
edundant organ 
systems. Animal hybrids will use appendages to diff
erent effect. All 
these factors must inform the actor to portray believ
able combat, lest 
they fail to become anything other than performer
s in funny pros-
thetics. Acting can be incredibly challenging with
out non-species 
traits in the mix, yet there is no reason that adding f
antasy elements 
should detract from an experience, for audience or a
ctor. To get a bet-
ter understanding on how choreographers look at f
antasy violence, 
I spoke with two of the choreographers for A Klingo
n Christmas Carol: 
Marc Lancaster (AAC) for the Chicago productio
n, and Jonathan 
Baca (CT) for the Cincinnati production.
The most important thing an actor can do when 
approaching 
a non-traditional non-human role is to respect th
e mechanics of 
“new” movement. In the context of fantasy viole
nce, new move-
ment consists of mannerisms, angles, and attacks
 that fall outside 
organic human movement—so perhaps “foreign
” movement is 
more accurate. If you have ever watched children p
retending to be 
zoo animals, you have seen “new” movement. Thro
ugh comparing 
human physiology to an animal’s, strengths and wea
knesses become 
clear. “We [humans] have great endurance, and ada
ptability, but we 
don’t have wings, or claws, or fur,” explains Baca. “Wh
en we have to 
translate that to fighting, there has to be an appre
ciation for what 
humans are capable of, so we can then try to build fr
om there.” Once 
an actor addresses basic points of movement diff
erences, such as 
center of gravity, a character will hopefully deve
lop organically. 
Both Lancaster and Baca agree that the unarmed co
mbat sections of 
Klingon take on a different facet when characters h
ave bony, ridged 
foreheads and a denser musculature. Head-butting
 becomes affec-
tionate rather than confrontational.
Similarly, a fight with non-tradition/non-hum
an weapons 
presents new challenges for choreographers. Th
e bat’leH is the 
primary weapon featured in A Klingon Christmas Ca
rol. It is a metal 
crescent with an interior blade, and the outer edge a
 handle. “When 
I first saw a bat’leH (pronounced bat-leGH, the se
cond syllable is 
caught in your throat), I thought it was beautiful,” ad
mits Lancaster. 
“But then, once we started playing with it, it turned
 out to be a very 
impractical weapon. We had to really work to find
 its intention, so 
that the fights made sense.” It has a lot of forward m
ovement, with 
thrusting with the “flat” of the blade being the most n
atural, followed 
by some short form cuts reminiscent of quarterstaff 
fighting. During 
pre-rehearsal fight tech, we tried tossing the weapo
n around, tried 
turning them into swords, tried binds and croises. Th
e latter did not 
work, as the curving ends of the bat’leH stopped
 casting energy. 
There wound up being more corps-a-corps than we
 thought, as the 
lack of range meant more 
pushing.
Fights in both pro-
ductions reflected this. 
According to Lancaster, 
the fantasy allows for the 
choreographer to choose 
a style. “I looked at fights 
with more of a brawler’s 
mentality. Klingons are 
more footballers in a bar 
BY JEAN A. MONFORT, AC
M
y first acting job, beyond College and Communit
y The-
ater, was as a Celestial in a dungeon. Technically, I
 was a 
Celestial disguised as a Demon, sent to test patron/p
layers 
into violence in a holy temple. In addition to my ove
rsized 
sword and rather skimpy outfit, I was provided a p
air of 
giant, non-articulated wings. They sat securely on m
y back 
and under my armpits, and added two feet to my o
verall 
circumference. Suddenly, I found my turning rad
ius was off, as I 
bumped into tables, players, and props. There was 
a distinct lack of 
celestial grace or devilish ease in my movement. As
 an introduction 
to fantasy work, it was enlightening.
As I continued to work similar events in subseque
nt years, as a 
harpy (bird-woman, more wings and claws), chai
n devil (wearing 
roughly ten pounds of chains, wielding longshore
men hooks), ice 
demon (horns and motion-sensitive hand lights) a
nd lich (undead 
with prosthetics) the roles were not always violen
t, but a few did 
require combat interaction. These experiences cu
lminated for me 
in 2013 with the production of a Klingon Christmas C
arol in Chicago. 
A hybrid of Charles Dickens’ classic A Christmas Ca
rol told from the 
point of view of the Klingon race of Star Trek fame. I
t is performed in 
Klingon, the language of that alien race (with Englis
h subtitles). It is 
also a prosthetic and combat heavy show, as the Kl
ingons put great 
emphasis on physical prowess as a sign of personal
 worth.
It was during the show’s run that I got to thinking ab
out how best 
to approach fantasy violence. From the earliest play
s depicting gods 
among men, to the fairies of A Midsummer Night’s D
ream, to modern 
haunted houses and Broadway productions, the
ater has always 
been a means of identifying with the fantastical an
d experiencing 
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Acting:  
Red Tooth 
and__ Claw
OPPOSITE: Jean Monfort (Marja’) 
and Matty Robinson (Vred) 
grappling over a Bat’leH.
 
LEFT: (From left to right):  Clark 
Bender, Kevin Alves, and Phil 
Zimmerman watching Wyatt Weber,  
and David Coupe duel in  Commedia 
Beauregard’s 2012 production of A 
Klingon Christmas Carol.
Red Tooth.indd   16-17
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The Sixth Sense
in Action
BY KEVIN INOUYE
Elaina Osburn at the 
University of 
Wyoming’s SPT course 
in Broadsword, 
discovering the 
moment when a prop 
turns into an extension 
of the will.
Sentiment.indd   5 9/15/15   12:30 PM
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at your own nose or knee with your eyes closed, or to scratch your 
mosquito bite without looking down, or applaud while still look-
ing at the stage. Some of this is inherently biological, while some is 
acquired through calibration over time. For those with interest in 
it, the past few decades have brought some fascinating research into 
proprioception, but for the performer, our subjective experience is 
more important than academic wisdom or medical fact. If it doesn’t 
lead to playable actions, it’s not immediately useful on stage. 
What actors need to understand is how to feel and use this sense. 
With familiarity comes incorporation. Elements like hair and cloth-
ing and nails become incorporated through habituation, helping 
us keep from tripping over our shoes, tottering on our high heels, 
catching our hair in things, scratching ourselves or breaking nails 
constantly. The same can be said of habitual accessories, such as 
cigarettes or canes. People who have habitual accessories learn to 
track where those objects are unconsciously, and can grasp or and 
 “I have no words. My voice is in my sword”
—Macbeth, Act 5 Scene 8
 What ’s  the difference be-
tween a swordsman and a man with a sword? When does a woman 
become a fencer instead of a person who is fencing? There are many 
possible answers to these questions, from competitive ability to ex-
perience, accumulation of skills to that intangible quality of “Za!”, as 
the late great Paddy Crean used to call it (quite possibly a shortening 
of the Italian sprezzatura, the studied nonchalance and panache that 
comes when skill and style transcend effort and become as natural 
as breathing). For me, it is perhaps a question of achieving that 
state where one’s sword makes the transition from being a prop or 
accessory to being a virtual extension of the body. Swordsman—it 
is a compound word for a single thing born of the union of two.
That may sound mystic, but it needn’t be. Close your eyes and 
picture yourself, not in any particular situation but just you, who 
you are. I periodically ask this in workshops when working on these 
qualities, and the closing of eyes also helps keep answers both hon-
est and anonymous. The vast majority of us picture ourselves with 
clothes, shoes, etc. —and even the 5% or so who picture themselves 
without still carry a self image that has hair, and fingernails. What 
does this tell us? It shows that what we include in that package of 
“me” is not just living flesh or nerves. In other words, there’s some-
thing at play beyond what our nervous system can account for, and 
this something is malleable. Actors have long manipulated this 
self-image, whether through adapting their bodies to support a 
mask, or through visualization and embodiment as you might find 
in something like LeCoq’s elements, animal imagery, or Michael 
Chekhov’s “Imaginary Body.”
One of the common pitfalls I see in beginning stage combat 
classes is people who focus overmuch on the weapon itself, letting 
blade traffic take priority over the movement of the body, to the 
detriment of their capacity as physical storytellers. The inert prop 
should never be more interesting than the actor using it; It cannot 
reach, it cannot flinch, it cannot pursue an objective or overcome an 
obstacle or have a genuine response to the outcome of said struggle. 
That said, we can’t just forget about blade traffic and technique. The 
answer, as it usually is in theatre, is a ‘Yes, And’ approach.  What we 
need to work towards is breaking down the barrier between what 
is prop and what is actor, so blade traffic ceases to be a distracting 
separate issue and becomes just another part of the actor’s corporeal 
performance. The sword becomes a part of our Imaginary Body, our 
aura, within the energetic body through which we extend our chi/
ki; pick your own movement vocabulary of choice, and chances are 
good there’s some way of expressing this.
There is a rarely mentioned (outside of medical or movement 
disciplines) sixth sense, one that lets us perceive ourselves in three-
dimensional space; proprioception. It’s what allows you to point KY
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these things, or of using them to act 
upon the outside world. The world also 
acts upon them, and as they become a 
part of ourselves we feel that personally. 
We sense the floor through our shoes, 
we feel the writing surface through our 
pencil, we experience the crackle of 
the cigarette—all through our interac-
tions with them, and the feedback we 
get through the point of connection 
(hands, feet, lips, balance).  It is a qual-
ity that fencers dubbed sentiment du fer, 
the feel of and through the steel, and it’s 
what allows prise de fer in swordplay 
from longsword to smallsword. Our 
integration of the sword into our cali-
brated sense of self lets us not just track 
where it is without looking, but also 
allows us to listen to the information 
we can receive through contact with an-
other’s blade. Minor variations in pres-
sure, or the vibrations of an edge sliding 
against another edge, or the release 
and slide of an edge rolling over into 
contact with the flat—all of these give 
us almost as much tactile information 
(which tends to be faster and more use-
ful for defensive or offensive impulse 
than visually-processed information) 
as you’d get from forearm contact in a 
sticky-hands exercise.
Being able to gain useful informa-
tion through an inanimate prop re-
quires active physical focus, something 
sent outside the body as you would your 
vision, but  independent of eyesight. 
Think about when you get a stitch in 
your side, or something pops in a joint 
that isn’t supposed to; you send a non-
visual focus to that area inside your 
body, searching for information about 
what’s going on there. A similar process 
happens when reaching inside a purse 
or pack to feel around for a “missing” 
cellphone. Now you just need to imag-
ine that you have to feel around and with another object. The most 
[ironically] visible example of this might be a blind person navigating 
with a cane, but anyone who is a skilled craftsman does it; A wood-
worker can feel when they start going with or against the grain. An 
experienced driver can tell when a tire is going soft, or when they 
start to lose their grip on the road. A dentist has to feel the border 
between softer, rotten cavity and healthy tooth enamel with his pick 
or drill. The tools of your trade become your body’s point of interac-
tion with the world—not its surrogate, but necessary enhancements. 
Getting to know a tool or prop requires the practice of both act-
ing upon it and feeling how it acts back upon you. We all do this; 
everyone picks up an epee and starts swinging it around to make 
that lovely swoosh sound. We all make that initial moulinet with a 
new broadsword. These initial moments are not always practiced or 
graceful. I’ve seen plenty a student pick up a new sword, start swing-
ing it around, and quickly hit the floor with the tip. They have not yet 
manipulate them without looking. 
Often those same objects become 
integrated into habitual gestures—
we push up our glasses as we shift 
our attention, we point with the 
cigarette or pencil we’re holding 
just as easily as we do with our fingers, or we tap the floor with our 
cane for emphasis. We actively use these items in the same manner as 
our own extremities. When I had corrective eye surgery done about 
a decade ago and stopped wearing glasses, it took me a while to stop 
periodically –habitually - trying to shift them up my nose when they 
were no longer there. When I cut the hair I’d had long for a decade, 
it took me a week or two before I adjusted how I turned my head 
quickly, or to stop trying to clear it out of my collar when putting on 
a shirt. I expected these things to be there, and felt like they were. 
This is not just a matter of passive knowledge of the presence of 
Vincent Oltion (left) and 
Abram Sayre (right), finding 
their Za! At the University of 
Wyoming’s SPT class in 
Broadsword.
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found in the gospel of actors. Turning to 
Stanislavski, by way of Jean Benedetti’s 
2008 translation of An Actor’s Work: 
Sonova, a movement expert brought in 
to assist Tortsov with his class of acting 
students (all fictional of course—that’s the conceit of Stanislavski’s 
text), leads them through a visualization exercise where a physical 
focus or energy travels through the body, and they go on to define 
calibrated their body to the length of that blade. Striking the floor, 
while inadvisable for a number of reasons, actually gave them more 
useful information that will help them know where that tip is later.
The point of contact with the prop needs to be secure but not 
tense—what we want is for energy to be able to flow in both di-
rections, from an actor’s center to the point of impact and back 
again. Too much tension can block this flow. This truth is known 
to martial artists, boxers, and fencers across the ages, but is also 
Danny Daigle (left) and 
Lana Percival (right), at 
the University of 
Wyoming SPT course
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This is true whether the object is a sword, a projectile weapon 
(look up instinctive or point-shooting for more on that—a gunman 
is to a gun what a swordsman is to a sword), a swagger-stick, stilts, 
an extended animal mask, or even wardrobe; until he gets used to 
wearing one and has a sense for how far behind him it flares out, I 
imagine Batman probably catches his cape in the odd doorway, or 
steps on it while trying to come out of a backwards shoulder roll. 
Those who go into mime or screen work may have to maintain that 
sense of something being there even when it’s not—the completely 
CG blade has become a standard way to handle penetrating wounds 
on screen, and if you can’t maintain that intentional phantom limb 
syndrome of the missing blade, chances are it won’t move quite right 
in your final edit. Being able to maintain that sense of the blade be-
ing there can also make the low-key or impromptu finger-fighting 
rehearsal much more productive.
One might even argue that we maintain a similar relationship 
with our audience or camera; with time, we know where they are 
without looking, and we respond to their intent accordingly. It’s 
awareness without self-awareness, a non-cognitive way of keeping 
track and gauging feedback without detracting from our ability to 
focus on the work of our characters in the scene. It is in both cases, to 
use Michael Chekhov terms again, a radiating and receiving, ideally 
just as instinctive as feeling someone hold your hand and holding 
them back. Perhaps that’s one of those indelible elements of Za that 
Paddy spoke of - that studied nonchalance, something that can make 
us not just swashbucklers, not just swordsmen and women or actor/
combatants, but also the audience’s heroes and villains. The next time 
you feel like you’re not finding what you need in your scene, listen 
harder. Your sword just might tell you what you need to hear.
relaxation as the free flow of energy. Tension, by contrast, is a 
blockage in the flow of energy. There are times when we need that 
blockage, but it is not conducive to listening, be it with the ears or 
through our mid-blade during a bind. As I was once told by the 
Italian rapier fencing maestro Andrea Lupo Sinclair at the 2000 
Paddy Crean workshop in Edinburgh you need to hold the sword 
like it was a little bird; “Too tight, and you kill her. Too loose, and 
the little bitch, she fly away!” Tension in your sword is a punctuation 
mark to emphasize a willful action. As such, it cannot exist through 
most of your physical dialogue, as even during a fight we don’t talk 
primarily in punctuation.
What a performer can take away from this tactile exchange is a 
way to honor impulses, but direct them according to the needs of 
the scene. Breathe. Relax and flow. Listen, then respond, and have 
an active, constantly shifting focus. Always be interacting with your 
scene partners (even the inanimate ones) according to the given 
circumstances at hand. This should all sound familiar to actors, but 
it’s also essential to those who live by the sword, sharp or blunt. These 
things will help you become one with your props, even within the ac-
celerated timeframe of your typical rehearsal period. The best news 
is, while you do have to re-calibrate every time you change props, the 
more experience you have with this calibration and incorporation, 
the better (and faster) you get at the process in general.
Within the classroom/ rehearsal space, I have various exercises 
I run my students through that can help consciously build up that 
feedback mechanism. These include feeling surfaces through the 
sword (such as the floor, or a variety of different props), trying to 
point to the tips of different objects held blindly, and sticky-hands 
type exercises incorporating props. Sometimes just incorporating 
a little extra sword-handling time into our warm-ups can help. That 
said, there are also variations a character can do within a scene. 
Picture Hamlet, sampling the wares and commenting “these foils 
have all a length?” while picking them up, testing the responsive-
ness of the blade, doing a few moulinets, checking the point of 
balance, etc. He does all this not by balancing the blade on a finger 
like a see-saw, as that tells the visual/analytical point of balance, 
but by seeing what point it wants to pivot around most easily when 
handled, which is same information packaged as a subjective and 
actually useful bit of knowledge. Perhaps your modern Tybalt (or 
Bernardo, if doing West Side Story) likes to play with his balisong 
or butterfly knife, flipping it open and closed, switching grips, 
and generally making sure everyone knows just how familiar he is 
with that piece of sharp steel. Though most of those flourishes are 
gratuitous at face value, what it demonstrates is that the character 
knows the balance, resistance, reach, shape, weight, and grip of 
that knife very well. Whether or not that translates directly to 
combat effectiveness is another question, but at least they know 
the prop, and by having the character do this the actor also becomes 
fluent in speaking its language.
The end goal here is to be familiar enough with the prop that it 
feels natural holding it, no more or less so than with it not in your 
hand. You can point with it without looking, yet you don’t feel the 
need to do every single gesture with it any more than you need to do 
every gesture with your index finger (many of us have a pet peeve with 
actors who feel the need to constantly point with their swords). You 
reach out to interact with the world with the prop just as naturally as 
you do with your hand or foot, and if someone slaps it away, you feel 
their level of intent and commitment just as much as if they’d struck 
the bones of your forearm. It’s an essential skill in antagonistic or 
agonistic sword fights, cueing you in on when to resist and when to 
yield or redirect.
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a splendid alternative, and seems much closer to what actually occurs 
between two people locked in physical conflict. Though phonetically 
symmetrical, A.R.A lacks any resonant connection to an already 
existing word, which should be the goal of all good acronyms. 
Girard’s phrase rightly places emphasis on the word “Action” 
through repetition, instilling in the performer a sense of the action 
being the most important element in the moment. Additionally, the 
use of the concept of “completion” where both performers finish 
their moves together at the same time is critical when examining the 
wholeness of the interaction. Performers are an excitable bunch and 
as such are typically very enthused to begin anything. The start holds 
By Robert Najarian, FD
“T
hat roundhouse-duck combo was crap.” The 
words jarred in my ears as I sat there and 
listened to a senior instructor give feedback 
to two of my graduate students on their fight 
scene. I thought I had misheard my colleague. 
Had he meant to describe the student’s work 
in that way? Surely this was some slip, or a 
desire to bring some levity to the somewhat 
stressful exercise of listening to immediate 
feedback to artistic work. 
I glanced at the faces of the two students sitting across the table 
from my colleague. The comment didn’t seem to land on them the 
way it had been intended. All I could see was confusion on their faces. 
“There was no responsiveness to the action of the roundhouse,” my 
colleague continued. “You swung before the other guy had a chance 
to duck so you ended up missing him by a mile.” Of course! The com-
ment made sense after that explanation. He was referring to an acro-
nym used for decades in stage combat training to technically describe 
the system for not hitting a partner on a planned miss. He had not 
said “crap,” but “C.R.A.P.” - the Cue-Reaction-Action Principle. 
Most people who have taken a class in theatrical combat have 
been exposed to this principle at least once. In fact, I make sure to 
introduce the concept and the acronym in my combat classes, partly 
because of the fact that somewhere in an actor’s continued train-
ing he or she will hear it again from another instructor. Years ago, 
I asked my colleagues if anyone knew about the exact origin of the 
Cue-Reaction-Action acronym. I got as many ideas about the origi-
nal use of the phrase as I did responses. Of those, several colleagues 
who had been fight directors for decades attributed its first use to 
one of their own classes. This phrase has been in use for so long and 
has become so integrated into the instruc-
tion of violence on stage that its invention 
has been claimed by the most experienced 
practitioners in the field.  As a result, its true 
origin is unknowable.
This is not to say that every instructor 
out there uses C.R.A.P exclusively. There are probably half a dozen 
other similar sequences in use by instructors. One such variation is 
used by SAFD Fight Master Dale Girard in his book Actors On Guard. 
While his book deals exclusively with historical rapier and dagger 
techniques adapted for stage and screen, the mechanics of initiating 
and responding to an attack are still essentially the same. Girard sug-
gests a different sequence: ACTION-REACTION-ACTION where 
the first “Action” is the preparation to attack, the “Reaction” is the 
acted response to the aggressive initiation, and the final “Action” is 
the completion of the offensive and defensive movements together, 
each movement flowing continuously from one into the other. This is KO
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Robert Najarian 
and Ted Hewlett 
working through 
ARC sequences.
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all it takes to shatter the illusion of violence in performance. Then 
they move on, starting again as though nothing happened. They do 
not move through the event, the choice, the technique to discover 
the effect of their actions on themselves, each other or the world. 
This is true of many young performers. Sometimes they fall 
into the trap of playing a mood (happy, sad, angry, etc.) and never 
waver from that choice of mood for an entire five-minute scene. 
They have talent—wonderful instincts and the ability to make bold 
choices—but they abandon those choices after three seconds and 
move on to something else, without acknowledging the reality of the 
moment they just created through violence. There is no sense of the 
so much promise! When the moment of action comes they throw 
themselves into it (leap, and the net will appear!) waiting to see what 
the effect might be. However, when the moment has happened, they 
freeze as though hypnotized.
 Most theater-goers have, unfortunately, been witness to these 
instances. One actor swings a fist and freezes the arm out like a 
baseball bat in mid-air before letting it go suddenly limp. Another 
actor moves in what he or she thinks is an instinctual way but really 
is just the poorly executed action of a theretofore mentally rehearsed 
moment of what the mind thinks the body should do as a reaction. 
Both actors pause for a fraction of a second, but that is unfortunately 
The Language of Actions and Reactions
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parry of the incoming strike) will perform their reaction first so as 
to vacate or protect the threatened area. The person performing the 
action or attack only then has permission to fully realize the action to 
completion. This sequencing of completing the reaction before the 
action creates distance and ensures safety. The only problem with it 
is that it’s backwards. 
The physical world that we all share operates under specific 
principles of motion, the most basic of which are Sir Isaac Newton’s 
Three Laws of Motion. I was not a great student of the sciences in 
my time at college, but I was aware enough (or perhaps fool enough, 
by my final undergrad GPA) to take a few courses that covered the 
basics of Physics. Most, if not all, of these courses started with a nod 
to Sir Isaac Newton. Newton observed that there were three laws of 
motion that every physical body observed. I would posit that most 
people would be hard pressed to recite verbatim all three 1, but I 
would wager most people know the third one by heart: “For every 
action there is an equal and opposite reaction.” If we take a look at 
the third law closely we see that the order of events seems to flow 
nicely. The action precedes the reaction. The reaction follows the 
action. Newton could just have easily said, “For every reaction there 
is an equal and opposite action,” since no reaction occurs without an 
action. However, since a reaction is a response to an action, the way 
that language and the laws of motion shape the relationship between 
action and reaction, why do we not say it in reverse?
This raises the question: how can the person receiving or re-
sponding to the action stay safe? Doesn’t that person need to know 
what the other person is doing for staged moments of violence? 
Rehearsal of choreography beforehand certainly helps, but in the 
moment of performance shouldn’t there be something more to help 
completion of a moment, and since there is no completion of one 
moment there is no chance of connecting it to any moment there-
after. One must complete a moment to discover the consequence of 
it. Only then can another choice be made, an informed one, of how 
one will try to change to course of events.
Of course, none of this mattered as my students sat, listening to 
notes from my colleague. Their initial bemusement turned to pain 
and embarrassment at hearing their work and art being put in the 
same sentence as the word “crap.” They knew what the acronym 
meant in the context of a fight rehearsal, but they could not hear the 
acronym, only the word. What they heard was an expert comparing 
their artistic work to excrement. As technically accurate as the note 
may have been, the damage it did to the ability of the actors’ process 
was irreparable; they could not examine their own work without 
self-condemnation. 
I had been taking this acronym for granted for so long I was 
blind to its implications until that moment. No matter what the 
instance, I don’t want anything that I teach or perform in my art 
to ever be referred to as “crap.” There must be a better way to refer 
to this part of the work.  This article is my attempt to redefine how 
we teach the Action/Reaction process, and offer for professional 
consideration a stronger acronym to use in both the academic and 
professional arenas.
Let’s break down each element that makes up this C.R.A.P. I 
will skip the word “cue” for a brief moment. I would rather get to 
the heart of the matter and the acronym, and that is the relationship 
between action and reaction. As it stands, in C.R.A.P, the reaction 
precedes the action. Why is this? Embedded in the principle is the 
caveat that the person doing the reaction (typically an avoidance or KO
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technical motion and professionally valued language. “CARP “ 
certainly does not meet the second criterion. For the sake of argu-
ment, let’s keep going.
Go back to the word “cue” and its innate theatricality. Let’s as-
sume that we are not talking about a stylized moment in a perfor-
mance, one that requires an absurdist or meta-moment where we 
deconstruct a physical action and show all the guts of it. Rather, we 
just want to see two people in a violent interaction It must reveal 
character, fit into the logical progression of the story, and be mov-
ing to the audience. If this is the case, then why have the theatrically 
technical cue at all? Why not simply perform the action? One might 
object that this would be unfair and even unsafe to the receiver of 
the violence in that they won’t be prepared for it. But theatre, when 
last I checked, is a cooperative endeavor. So I would assume that 
the actor initiating the violence would not want to catch the actor 
receiving it unawares. If this is a well-rehearsed moment (and it 
should be!) the actors would have already agreed upon when the slap 
will occur – after this line, before this cross downstage left, when 
the lights change, etc. So there is in fact already a cue. Why add a de-
monstrable physical cue when a theatrical one is most likely already 
in place? Adding cue upon cue only adds delay. If we were to do this 
for every moment of violence, then the show would be too long and 
everyone would be late to the pub for the after-show pint (and we 
can’t have that, can we?) 
But what about keeping the actor receiving the violence as safe as 
possible? Isn’t that worth an extra cue? If the actor on the receiving 
end is not paying attention to the other actor, then no amount of 
cueing will keep anyone safe. We demand a razor-sharp attention 
and skill of our performers when it comes to every other aspect of 
the actors communicate with one another to ensure safety? Now we 
can return to the first letter of C.R.A.P. - Cue. The word “cue” has 
various meaning, but for our purposes here we can safely stick to the 
dictionary definition that refers specifically to theatre: “A word or a 
bit of stage business signaling the beginning of an action. A reminder 
or prompting as a signal to do something. A hint or suggestion. A 
perceived signal for action, especially one that produces a operant 
response.” This too seems appropriate, since one performer is doing 
something that spurs the other person to respond. 
The Cue-Reaction-Action Principle makes sense in and of itself. 
So where’s the problem? The problem is that it is completely self-
referential. The sequence is simply a statement about itself and what 
is going on with no relation to story, character, or even the natural 
world. In a closed system it would be perfect. But theatre (and, if I 
may paint with a broad stroke, every artistic endeavor) is not nor 
should ever be a closed system. The things we do in it, no matter 
how we describe them, must be in relationship to something or 
someone else. Everything, even the description of technique, must 
be resonant with anyone who comes in contact with the work and 
the language used to describe it.
Let us return to Sir Isaac and his premise that every action has an 
equal and opposite reaction. If we apply this rule vigorously, we get a 
modified principle of CARP, or the Cue-Action-Reaction Principle. 
While this describes the physical nature of the work well, the asso-
ciated language it creates is unsatisfactory in that the word “carp” 
means “to find fault with unreasonably.” Even though it may feel at 
times that directors and critics do exactly this when it comes to the 
performing arts, we need not be reminded of it in our process. Also, 
we are trying to find the best balance of both accurately described 
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 All too often I have seen good actors who have invested heavily in a 
character and a scene throw all that lovely work away after a moment 
of violence has occurred. Two actors will be wonderfully connected 
throughout the scene, and then a slap happens, or a punch, or even a 
shove, and those same actors will play the rest of the scene as though 
nothing had happened. They left out the end to that part of the story. 
There is no end because they did not take the time to follow through 
with the effect of the violence and give the full weight to the aftermath 
of the action and the reaction. There is no sense of completion. We must 
realize the completion of one moment before we can go on to the next 
one. I would argue that completion is more necessary than cueing for 
an act of stage violence to be technically and dramatically successful.
Now we have our beginning, middle, and end. We also have a 
new dynamic, the Action-Reaction-Completion Principle or ARCP. 
Because the “principle” is understood in the technique itself, it is 
redundant and can be removed, leaving us with  ARC. One under-
standing of an “arc” seems particularly appropriate for our line of 
work: “a continuous progression or line of development.” This fits 
rather nicely into the matrix of anything to do with storytelling. We 
often speak of the arc of a story when speaking about a play. We also 
talk about the arc of a character when discussing how that character 
fits into the story. The word “arc” seems to play nicely with all aspects 
of our theatrical endeavours.
Changing language, especially codified language (whether 
codified by policy or custom), can be difficult. We exist, we think, 
we have feelings and thoughts, and then we express those thoughts 
through language. Pretty soon we find ourselves stuck with a word 
for a thought. As thoughts change and refine themselves through 
our experiences, we find that our needs require new words and new 
language to better express or define the essence of what we truly 
mean. The acronym CRAP has done yeoman’s service for quite some 
time. As a technical description of the physical process for staged 
violence it is accurate. However, as we strive to integrate our physical 
systems with our artistic endeavours more and more, we can make 
our systemic language more precise, effective, and resonant. Teach-
ing and referring our actions through the acronym ARC is one step 
in the right direction. As artists, we must cease to think of our art as 
crap, and think of our work as having more arc.
Endnotes
1 To save you a google search the first two are 1) An object in a state of uniform 
motion tends to remain in that state of motion unless an external force is applied 
to it. And 2) The relationship between an object’s mass m, its acceleration a, and 
the applied force F is F=ma. Acceleration and force are vectors; in this law the 
direction of the force vector is the same direction as the acceleration vector.
theatre – singing, dancing, speaking, emotional truth – why should 
we not expect the same when it comes to a moment of violence that 
is potentially dangerous for the actor? Instead of having the actor 
looking for the cue, let’s shift the focus to the action. That is the 
important part after all! If we eliminate over-emphasis on the cue 
in the technique, we will help the actor not to over-emphasize the 
beginning of the physical action. I have observed too often on stage 
that one character makes a very sudden preparatory gesture for a 
slap, punch, kick, or grapple only to slow down the action during 
the actual moment when the violence occurs. The cue is strong but 
the action is weak. So let’s get rid of the cue.
 By focusing more on the action, we allow time and space to 
understand the guts of the action better. We know where it comes 
from, what it is in the moment it happens, and what the effect is after 
it has occurred. If the actors are truly paying attention to each other 
and reacting in time to each other cooperatively to keep each other 
safe, then we don’t need the cue. We already know when the action 
is coming, because we rehearsed it. When it comes down to it, we’re 
actually cueing each other all the time--not just on stage, but in life. 
We give ourselves away more than we know, especially through our 
visual focus. Your partner is already cueing you; you just need to pay 
more attention to see it.
Moving “cue” out of the spotlight changes our process once more. 
We now trust our partners a bit more to share the same timing as us, 
and we shift our focus to the action. Now we have an Action-Reaction 
Principle or ARP. As an acronym this seems incomplete so let’s move 
on by examining beginnings and endings. For every story there is a 
beginning, a middle, and an end. I would suggest that there are many 
miniature stories for every moment, gesture, and action within that 
story. These mini-stories,  moments, and actions have a beginning, 
middle, and  end as well. 
The catalyst for each story, large or small, is the action. The action 
spurs the relationship and the story on a particular trajectory. Next 
comes the reaction. By reacting in a way that takes into account the 
given and imaginary circumstances of the character and the physical 
reality of the moment, the other actor has a say in what direction this 
story and relationship will proceed. This is the middle of the story, 
where the story and relationships can and must change. What is 
the end to this mini-story of the violent action? After the violence 
has occurred, can things return to the way they were before? Keep 
in mind for dramatic purposes there is (and always should be) a 
reason why the playwright chose violence. It signals a tectonic shift 
in the relationship between two people. Things can never be quite 
the same way again after one human being has decided to be violent 
towards another.
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In August of 2016, five of the most established, respected and 
celebrated stage and screen combat training authorities around 
the world will join together to offer The 2016 World Conference.
Last year, The Fight Master invited me to write an article about 
the process of creating an event of this scale, and the challenge 
of collaborating with several associations on its development. 
One year after that introductory article, and with the support and 
good will of many, “the Worlds” are very much on track and I am 
pleased and proud to report how far we’ve come to date.
Building Good Will 
When I began the work of developing a multi-association actor-
combatant testing conference, I was well aware that the process 
would bring many challenges. Predictably, these have largely involved defining the World 
Conference structurally, academically, politically, and in terms of viability and accountability. 
There have been times, however, when the bigger challenge has been inspiring potential col-
laborators to give the idea of this exchange a hearing and support the concept of a global net-
work. Happily, there have been many who were able to see the merit of such an opportunity. 
World Conference
2016
By AFDC Fight Master Paul Gélineau
INVITING  
THE  
COMBAT  
TESTING  
GIANTS  
TO PLAY
The
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broaden our perspective on dramatic combat practices around the world. 
The conference will consist of two parts: 
1. a specialized professional development program and exchange for 
advanced actor-combatants, apprentices/teacher candidates, researchers, 
specialists and certified teachers to explore new horizons in stage combat 
pedagogy and assessment methods; and
2. an actor-combatant examination program which incorporates best 
practices from five international training bodies. This program will allow 
participants to be tested and recognized professionally by all five associations 
at one event.
The Worlds Committee would like to stress that its sole purpose is to orga-
nize and support the World Conference. This event will at no time attempt 
to promote a new certification system or any other than those of the national 
associations represented at the conference.
About the Actor-Combatant Conference 
Component
The first part of the conference is the WCC (World Certification/ 
or SPT Conference) which takes place August 3-24, 2016, at York 
University in Toronto, Canada. Thanks to a dozen or so FMs and 
senior members of AFDC, SAFD, BASSC, NSFS, and SAFDI, this 
will be the largest and most comprehensive actor-combatant testing 
conference ever coordinated as one event.
Participants will be able to register for one of three courses: Level 
1, Level 2 or Level 3.  Each of these levels has an academic equivalent 
in every participating association’s training structure. Weapon 
systems at each level will be co-taught by teams of instructors from 
more than one participating association. This collaborative teaching 
program will give participants a view of these disciplines from each 
association’s perspective - a world-class learning opportunity! At the 
end of the conference participants will have the chance to test at their 
registered levels and be adjudicated by all five association panels at 
once. If a participant tests successfully, he or she will be recognized 
at the equivalent level of each association. 
As a respected colleague from the US noted recently,
From the beginning it was important to me that Fight Directors 
Canada be the association developing, creating, and hosting the 
inaugural Worlds in 2016.  As one of the larger national associations 
and a member of our global fight community, FDC has a rich history 
of inclusiveness and generosity encouraged by the teachings of Paddy 
Crean and the continued inspiration of Maître d’Armes Jean Pierre 
Fournier. It was in this spirit that we invited our sister associations 
and fellow teachers from all over the globe to take part in the Worlds. 
This would be a shared opportunity to deepen our relationships 
with one another, and to enhance our associations’ abilities to best 
serve the professional and academic needs of the institutions and 
individuals we train and advise. 
The associations invited to participate in the WCC were those 
who:
1. were nationally registered with the federal government in their 
country/countries;
2. had nationally-recognized policies and procedures; 
3. had documented certification/testing procedures; 
4. were led by an elected executive or governing body; and
5. had a history of collaboration with other dramatic combat 
associations.
Of those approached, five national associations agreed to partici-
pate, collaborate and support the World Conference and its goals: 
Fight Directors Canada (FDC), The British Association of Stage and 
Screen Combat (BASSC), The Nordic Stage Fight Society (NSFS), 
The Society of American Fight Directors (SAFD), and The Society 
of Australian Fight Directors, Inc. (SAFDI).
Where We Are Now
From The Worlds Academic Committee: The 2016 WSCTC  
Mission Statement
The Conference is intended to create a global academic and professional 
knowledge exchange through the collaboration of five national stage combat 
training associations. In the spirit of celebrating our diversity, our goal 
is to encourage new professional and academic partnerships which will 
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As someone who has spent his career developing training stan-
dards and the policies and procedures for teaching these standards 
to young teachers, I admit that I was of two minds when the Teacher 
Conference was proposed. Th e old badger in me said, “We spent 
decades developing what we teach now. It works for a reason. Trust 
us!” But the teacher and artist in me grinned at the idea. It was right 
to add an opportunity for new leaders to engage with each other to 
our original plan. I know that growth, expansion and being current 
means that it’s necessary to allow new ideas and new energies to feed 
the current success. Hence the 2016 World Teacher Conference - our 
invitation to cross blades with the best while exploring the future of 
our craft  and teaching standards.
2016 and Beyond
As an entity, the World Conference is not FDC-owned; it belongs 
to the 5 associations who developed it. It has been designed to occur 
once every fi ve to six years, with the host association and location 
changing each time. Th e association hosting the Conference is re-
sponsible for all fi nancial and resource management and whatever 
profi ts or losses are incurred. Th is structure ensures that the other 
associations are not liable for an event they didn’t coordinate. Th is 
also allows each host association to control the scope and scale of the 
event according to their own capacities, priorities and resources - to 
allow each World Conference to be truly both a shared event and one 
that refl ects the unique character of its hosts. 
Because of this framework, aft er 2016 we will not see another 
World Conference until at least 2021, and it will not return to 
Canada for at least a decade.
The Students. Our Teachers. Our Craft. Our 
Industry.
With much time, communication and eff ort, the Worlds is being 
built through mutual respect, a willingness to learn from our es-
teemed colleagues’ systems, and a shared desire to see all our associa-
tions thrive and grow in their home lands. We hope you’ll be a part 
of this growth by joining Th e Academy of Fight Directors Canada at 
the fi rst World Conference for stage and screen combat training in 
August 2016 at York University, Toronto. We invite all practitioners 
of our art to come connect, create, learn, and share in the beginning 
of a truly world-class event.
See you at the Worlds!
FM Paul Gelineau
Chair, World Academic Committ ee
Director of the Academy
Fight Directors Canada 
“… most people with several certifi cations or  who have traveled to study 
with these diff erent associations and teachers have spent tens of thousands 
of dollars and years to do it.  To actually have the ability to go (somewhere) 
and access all that knowledge in one place, and in an exchange that will have 
all the global and academic leaders in the same room teaching you, is truly 
a gift …” 
About The Teacher Conference Component 
Th e other component of the World Conference is the WTC (World 
Teacher Conference) which will take place at York University in 
Toronto from August 3-15, 2016. Th is non-certifying professional 
development program is designed for the participation of Certifi ed 
Teachers (1-8 years of teaching experience) and highly experienced 
apprentices. Although such a program was not part of our original 
Worlds plan, this component became a priority for the Worlds Aca-
demic Committ ee early on. Committ ee members felt that although 
the core of the original vision was the actor-combatant testing con-
ference, we should also make it a priority to bring all of our top young 
teachers together and engage them on the topics of certifi cation/
testing standards and best practices for the future. 
Th e WTC is an exploration and exchange on subjects related to 
our current pedagogy and how industry needs manifest in our teach-
ing practices. Most importantly, this is a forum to discuss how we 
supply the training and testing in future. Master classes in teaching 
methodologies for physical disciplines will give participants the 
opportunity to share, teach, and explore colleagues’ testing ideolo-
gies and pedagogical practices. Th ose involved will have the chance 
to create, fi ght, and perform at their highest level of profi ciency, 
working with some of the best fi ghters in the world. 
Ideally, the combination of teaching, certifi cation, and testing 
standards taught by all of our associations will reach thousands of 
combatants worldwide per year through studio courses, workshops, 
and dozens of University/College programs. Over the last twenty-
fi ve years our infl uence on actor training and the movement arts has 
been truly remarkable, and it is all due to the members and teachers 
of our associations who have proudly and steadily waved the fl ags of 
safety, artistry, eff ectiveness, professionalism and generosity. It is 
time for our next generation of professional and academic leaders to 
network and discuss the changing landscape of education, training 
and industry demands. Our committ ee wanted to give our cherished 
young teachers an opportunity to stretch themselves technically and 
professionally, network, share their own creativity and research, and 
fi nd the fellowship and partnership with their contemporary col-
leagues that would help them become the leaders we need for our 
continued success.  
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A s a stage combat educator I have often heard how 
the effects of adrenalin should be avoided or ignored to maintain 
safety and allow for clear physical storytelling. In contrast, as a life 
long martial artist I have been trained in how adrenalin must be em-
braced and understood in order to survive a life or death encounter. 
Having trained as both for many years, I have often wondered how 
combining stage combat training with martial art training philoso-
phy would affect results of students success.
 I understand each profession seeks different means to each 
individual end, and training for a life or death encounter is on the 
other side of the spectrum compared to training for a performance. 
But regardless of this, adrenalin, when activated, affects us in ways 
that can overtake our ability to succeed independent of what we are 
training for. In my experience with both a life and death encounter 
as well as in performance, I can attest to these negative results. It 
wasn’t until I began training as a black belt that I could identify the 
physical effects of adrenalin for what they were and learn how to train 
with them rather than ignore or fight them. Then I noted how my 
results, both in competition and on stage, changed. It is this type of 
training that I feel needs to be added to our stage combat instruction 
to help our students, especially our newer ones, to succeed when the 
adrenalin kicks in. 
It is my goal to present my previous research and results from 
student training, and why those results inspired me to change my 
curriculum. We all experience adrenalin in various pressure situa-
tions, and understanding how adrenalin affects us is why training to 
A Deer Caught in Stage Fright
Body alarm reaction and its effects on our stage combat students By Eugene Solfanelli
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A Deer Caught in Stage Fright
Body alarm reaction and its effects on our stage combat students By Eugene Solfanelli
Miles Butler (in 
glasses), and 
Schylar Westbrook. 
BFA graduates 
from the acting 
department at 
Brooklyn College 
and veterans of 
BAR training. In 
these photos they 
are demonstrating 
adrenal results. 
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use it is so important. We need to understand it, its effects, and then 
learn techniques that will allow the skills that we have learned to take 
precedence, so as not to be hindered by our body’s natural response 
to stress. This is the world of Body Alarm Reaction Training for stage 
combat. In my years as a stage combat teacher, I have begun to add 
and adapt many of my teaching techniques to facilitate the effect of 
adrenalin on my students. I address some of these techniques here, 
as well as the interesting positive results. This is an ongoing study, 
one that I plan on implementing with greater detail with my next 
stage combat class at Brooklyn College. Ideally, I will track enough 
follow up data as my study continues to write a future article about 
my conclusions from this year’s class and their experience with said 
technique. 
Before we can give examples of what Body Alarm Reaction Train-
ing, we must first understand Body Alarm Reaction (BAR). At its 
most basic level, a Body Alarm Reaction is the body’s response to 
stress, be it physical, emotional or psychological. Commonly re-
ferred to as the “fight or flight” response in animals, I now deem it 
the “Flight, Fight or Freeze” response based on what I’ve witnessed 
in my classroom. The “Freeze” occurs when stress overrides the 
body’s ability to move – where the phrase “a deer caught in the head-
lights” originates. The physiological changes occurring during this 
reaction – elevated blood pressure, increased blood flow to muscles 
and blood glucose levels, more ready coagulation, diminished 
blood supply to non-essential organs - increase physical strength 
and mental activity. This reaction is an automatic and immediate 
response that increases the body’s capability to deal with a sudden 
emergency, even if the emergency is not real and only “perceived” 
by the individual. 
Delving further into the physiological science, BAR affects several 
different systems, and it’s helpful to know what happens from the 
inside out, so as to better understand what happens when the body 
reacts. The first thing to note is the change in visual perception. 
When the perceived threat begins to affect us, the brain will fixate on 
what it thinks the threat is. In his book Body Alarm Reaction, Michael 
Patrick states that response becomes what is known as “Tunnel Vi-
sion,” perceived as a dark tunnel surrounding the threat, followed 
by an impaired near vision. He continues with an example of the 
severity of these visual changes. In research, when police officers 
were placed in a stressful situation, 51% of the subjects would not 
only not look away from the perceived threat, but became so fixated 
with it that they “had no connection with anything outside of their 
periphery.”1 Tying this to stage combat instruction, it’s easy to see 
how dangerous a situation could become when, for example, the 
main character on stage is swinging a broadsword in a mass battle 
with poor depth perception and a lack of awareness of those around 
him or her. 
Though there are also changes to our respiratory rate and blood 
pressure, the next thing I would like to note is the change in motor 
skills. When adrenalin kicks in and BAR occurs, fine motor skills 
decrease greatly and gross motor skills take dominance. This is due 
to the fact that processes in the brain that allow us to utilize our fine 
motor skills become inhibited by our body’s response to stressful 
stimulus. It would be like doing internal surgery with a chainsaw or 
pushing someone with both hands vs. striking a tiny pressure point 
with a finger. BAR also affects our Complex Skills, which is where I 
feel our stage combat skills and technique fall under. Complex Skills 
are skills that combine both fine motor and gross motor skills. In 
stage combat terms these skills are reflected in our ability to throw a 
punch like a huge haymaker, combined with our ability to control the 
punch and track and time the punch in order keep our partner safe 
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moment. These are 
overcome with BAR 
training and games.
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“heightened” situation. A student with a negative past regarding 
violence can have a BAR when placed in a violent scene, even though 
they know it’s not real. A student with no past experience with 
violence may have a BAR in working on a fight scene because they 
have never experienced an adrenalin spike before. When presenting 
a fight scene to a new audience, it is unknown how a student will 
respond to attention when showcasing a brand new “fight skill” or 
their new ability to wield a weapon. These potential responses are 
important because in our world of make believe, actors don’t need a 
real threat to have a BAR. It is based on who they are, the experience 
and the life they’ve lived, rather than the authenticity of a life and 
death scenario. Students may not even know the true psychological 
causes of a reaction themselves, though they may in time develop 
an understanding of their individual triggers. Teachers, who won’t 
know the causes (real or perceived) of a BAR, need to understand this 
and be prepared to handle these physical responses with techniques 
that will help students succeed in this type of physical environment. 
It is for this reason alone that we must delve into this training and 
allow for our students to grow in understanding of the possibilities 
found within them.
 Before continuing, I’d like to discuss how identifying responses 
to BAR affected my own training. It was a difficult journey in the 
beginning, but with knowledge, training, and trust in my teachers 
and myself, I began to adapt, learn and grow within my own body, 
comprehending its changes during my ‘life and death’ encounters 
and cover the audience sight lines (fine motor specificity and control 
of the gross motor haymaker). Another example would be swinging 
a broadsword for a huge cut vs. using the point as an attack. If our 
fine motor skills are compromised, our Complex Skill sets and abili-
ties will be greatly affected. How can one wield a smallsword with 
alacrity and specificity with his or her Complex Skill level inhibited? 
Again, the potential danger and clouding of physical storytelling is 
obvious. According to Patrick, this is because more changes occur 
in our Internally Paced Skills and Externally Paced Skills. Internally 
Paced Skills are skills where one is able to control the speed of their 
own physical movement, while Externally Paced Skills are when one 
can control the speed with which your body reacts to an incoming 
event. Again with these being compromised, one can see the poten-
tial negative affects.2 This is not the entire physiological picture, but 
the potential effect on an actor’s physical ability should be clear For 
instance, when a student approaches me with the inability to hold 
a knife or single sword during class with the question “Why?” the 
above explanation is only the beginning. The physiological effects 
that will have the most impact on the safety of our students. The 
results are not positive, unless we train for them. 
The aforementioned “perceived threat” is an important concept 
within BAR. This means that a Body Alarm Reaction can occur with-
out the presence of a genuine life or death scenario. As we approach 
training with any student, we have no knowledge of their history 
and life experience, which will affect the response to any physical AB
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behavior and the fear of it taking over my performances froze me in 
my tracks. It arguably led to a series of panic attacks when I thought 
about performing. At one point, I began to avoid performing, feel-
ing that I would be unreliable to a production company and be an 
embarrassment to myself. My future as an actor and combatant in 
performance would always be affected by what I would learn later to 
be the affects of adrenalin and BAR.
 During this time I continued to train as a martial artist. I would 
enter more tournaments in my late teen-age years. Eventually my 
success rate began to rise and the memories of what happened in 
my first tournaments began to fade. I didn’t realize why this was at 
first, but now I know it was due to one of my instructors. When I 
received my first black belt and began training at an advanced level, 
one instructor began talking about “Body Alarm Reaction.” He 
explained that in heightened situations the body would change and 
that the ability to survive did not result from how hard you trained 
or what martial art you studied but rather how your body reacted to 
adrenalin. All else would be null without this type of understanding. 
Martial arts was the vehicle to survive a potential attack, but adren-
alin would become the driver of the car if one did not understand 
the body’s natural responses and work with them in harmony rather 
than fight them. 
His method of training us for this was to immerse us in as close 
to the “real” situation as deeply as he could. This style of training was 
called “Reality Based Training” or RBT. I had been doing it for years 
without classification. It explained how, as time passed, my success 
and confidence had risen, while the negative affects of BAR would 
lessen. The basic theory from my instructor (as well as Mr. Patrick) 
is as follows: each individual has a unique response to any stress-
ful situation based on who they are. It wouldn’t matter what their 
unique response was, however, as long as they submersed themselves 
in the stressful environment to experience that unique response and 
learn how to succeed within it. As time passes, through immersion 
training and repetition, the BAR begins to lessen. As it lessens we 
are allowed to let our physical, now unaffected skills deal with the 
stressful encounter. This cycle repeats until the BAR is manageable 
and success with our skills is repeatable. 
Fascinated by BAR training, I began researching the effects of 
adrenalin on the body. Then I began to identify my body’s responses, 
and from that I could recognize the physical patterns in my life that 
had affected me for years. I saw how those patterns occurred not 
only in my early martial arts tournaments, but also in my acting and 
stage combat career. That was when I began to ask the question: how 
can my martial arts BAR training help me outside of my martial 
arts? How can I utilize this training to make myself a better stage 
combatant? When I became a teacher, the question evolved to: how 
can I adapt my training to prepare my students so that they won’t 
go through similar physical patterns that would hinder their safety 
and success? From these questions, Body Alarm Reaction Training 
(BART) was born.
Results sought from martial arts training are quite different 
from the results desired from our stage combat training. In order to 
implement BART for the actor, I had to do more than simply use my 
martial arts training. Creating a life and death RBT situation for a 
stage combatant to work with their individual BAR would not give us 
the results that we are looking for (and could lead to lawsuits). I had 
to adapt certain techniques, improvisations, and mental approaches 
to the stage combat training practices that would prepare students 
for what might come to them physically while performing. An ex-
ample of this is the game “Keep the Hack in the Air,” introduced to 
me by Michael Chin (FM) at Brooklyn College when I studied with 
both perceived and actual. I remember entering my first tae kwon do 
tournament at the age of 14. I remember how excited and charged 
up I was to compete in the tournament, determined to win my way 
to the top. I was a green belt at the time, filled with visions of giant 
trophies hoisted over my head, the crowd standing in unison to my 
celebrate my championship.
 I wound up disappointed on two fronts. The first, minor disap-
pointment was discovering that the 1st place trophy was only a foot 
and a half tall. The second was to be worse. The tournament was a 
single elimination bracket challenge, where the number of times a 
competitor had to spar was based on the amount of students at his 
or her belt level. With only 8 green belts in my division, I believed 
the path to be clear. A quick road to the championship was only two 
wins away. The first match was an easy one. My opponent could not 
match my reach and speed, and with the exclamation point of a side 
kick to the ribs seconds before time elapsed, my arm was raised in 
victory to a 3 to 1 score. The second match was much of the same, 
albeit closer in score. Highlighted by a reverse punch to the ribs 
following the successful block of a sidekick, I was victorious by a 
score of 2 to 1. 
With the other sparring matches at my belt level completed, I 
was identified as a finalist and the wait began as all other sparring 
concluded. Each finalist pairing would spar in front of the main 
judges at the center of the gym in front of the headmaster himself. 
They called my name. I received my red sash, and walked into the 
main judges’ circle. My teenage dreams of championship felt just 
moments away. I bowed to the judges and then to my opponent. But 
as I got into my fighting stance, I sensed something was very wrong. 
My arms felt suddenly detached, sound disappeared, and I could not 
feel my legs under me.
I don’t remember much after that except yelling at myself, “Move 
faster! Come on, move!!’ It was to no avail. My body was unrespon-
sive. Later, those observing the match told me they were surprised by 
how immobile I was compared to my previous matches. I concluded 
that I must have been tired or dehydrated, even though I had eaten, 
drank and rested in the time leading up to the championship match. 
Though defeated, I filed the incident as a one-time affair. Sadly, this 
would not be the case. The next two tournaments as a green belt 
would offer much of the same. And regardless of how well I prac-
ticed, and even how well I did in mock tournaments at my home 
dojo, success eluded me during the real thing. 
These changes then began reaching beyond my martial arts 
career. Early on in my acting career, I remember an opening night 
where, in a production of Barefoot in the Park, I entered the room 
for my first scene and looked out to the audience and froze. This 
was not due to lack of rehearsal or me not remembering my lines. I 
simply froze. There is no other way to describe it. Luckily, the stage 
manager in the wings prompted me, which pushed me forward 
into the scene. Looking back now, I realize the frozen sensation 
was coupled with trembling in my limbs, especially my legs, and an 
interesting (or frightening) “shortening” of the stage as I looked 
towards the audience. 
After the play was over, I sat back and tried to understand what 
had happened. I noted the similarities between what I had just expe-
rienced and my tae kwon do tournaments from years prior. The lack 
of depth perception (stage looking smaller), trembling in my limbs, 
and frozen body were different to the physical results that I had in 
the tournaments, but somehow they were also the same. In the case 
of the show, however, it was as if a switch had been flipped with no 
precursor and no warning. As my career continued, I became fear-
ful in regards to potential performances. I could not yet explain this 
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is firing in our system
s. Th
e pragm
atism
 of this type of RBT for our 
stage com
bat students is the w
ay in w
hich we are psychologically 
preparing them
 for the aspects of perform
ance that each individual 
will face. In training they are exposed to “them
selves” and the fears 
that they face slowly fade away with each repetition. Th
is works par-
ticularly well for new students. H
ere we can control the application 
of the training environm
ent, adapt it for our needs, and repeat it 
for quantifiable success. Th
is will even benefit for our m
ost experi-
enced students, as repetition is the key to identifying an ultim
ately 
overcom
ing a BAR
.
As I have w
itnessed BAR behavior in m
y students through the 
years, I have been able to spot ‘flags’ which help assess and identify 
adrenalin needs training. Th
ough the physiological effects (lack of 
fine m
otor skills, tunnel vision, freezing, trem
bling, etc) are the sam
e 
across the board, the way that these effects m
anifest them
selves in 
physical behavioral responses will always be unique to each student. 
W
hat you can look for in your students m
oving forw
ard include 
sudden slow m
ovem
ent in the upper or lower body when a quicker 
reaction is necessary, acting head heavy, or banging of feet w
hen 
passing or advancing/retreating. O
ften when I am
 working closely 
w
ith a student, I w
ill look at their hands and notice a trem
bling in 
their extrem
ities or intense squeezing or holding of the weapon in 
their hands. I have also watched students bum
p into a prop or set 
piece right next to them
 claim
ing that they never saw
 w
hatever it 
was that they struck. Wh
en chatting w
ith a student w
hile working 
on a phrase or technique, students w
ho are norm
ally strong con-
versationalists show
 an inability to speak about w
hatever it is that 
they are working on. 
I try to identify the effects of BAR
, its causes and physical re-
sponses in m
y students early on in the teaching process. I then en-
courage open com
m
unication through dialogue and journals so that 
any individual with paralleling physical responses can identify and 
express them
 to m
e. Th
ere are tim
es when these physical changes can 
only be identified through com
m
unication. Th
is is w
hy educating 
students about BAR is so im
portant, so that they can understand and 
identify what is happening and, once identified, we can take steps to 
m
ove forward together. 
I am
 hopeful that as m
y research and classroom
 experim
ents 
continue I will find new gam
es and m
odifications to help students 
deal w
ith adrenalin and its effects on a perform
er’s body. Th
e BFA 
departm
ent at Brooklyn C
ollege granted m
e perm
ission to treat 
m
y Stage C
om
bat for the Actor class as a sort of laboratory, w
ith 
students participating in m
odified gam
es and providing feedback 
on their stress levels. I intend in future classes to alter gam
es to m
ore 
closely m
irror choreography, and have students keep detailed journals 
regarding their physical responses in class. M
y hope is that by work-
ing in dialogue with m
y students, I will able to see the direction that 
BART and Stage C
om
bat RBT training need to go in order to help 
our students m
ove forward. At the sam
e tim
e, I encourage m
y fellow
 
teachers to take the basic gam
es presented here and try them
 in their 
ow
n classroom
s. G
ive students a chance to see w
hat stress does to 
them
 physically, so that com
e perform
ance tim
e they can excel in the 
spotlight, rather than becom
e a deer caught in stage fright.  
 
Endnotes
1  Patrick, M
ichael. Body Alarm
 Reaction: Scientific Training of the Adrenal Stress 
Response. C
reateSpace Independent Publishing, 2012. 96-97
2 Ibid., 125-127.
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him
. It’s a relatively sim
ple gam
e, where the class stands in a circle 
and attem
pts to keep a hacky-sack from
 hitting the ground. Students 
can use any part of their bodies to hit the sack, but it m
ust always be 
hit, never held. 
Wh
ere does the BAR com
e from
 in this gam
e? Wh
en we begin to 
play there is no quantifiable goal or ending. Th
ere is no true way to 
m
easure success; the gam
e just keeps going. Som
e students have a 
hard tim
e accepting this, especially grow
ing up in a goal-oriented 
society. In m
y experience, students don’t like to ‘fail’ in front of their 
peers or classm
ates. I had originally used this gam
e as an athletic 
evaluator to better understand m
y student’s physical abilities, but 
soon began to notice that students in the gam
e went through Body 
Alarm
 Reactions. Th
e first sign would be m
y observation that stu-
dent’s respiration rate would rise w
hile in physical stillness. Th
eir 
bodies would also freeze or shake. Th
ey’d “run away” from
 the gam
e 
actually leaving the play area in order to get away from
 the cause of 
the tension, having lost control and use of their fine m
otor skills 
(the ability to hit the hack). If the class did m
anage to keep the hack 
in the air for a long period of tim
e and the proverbial stakes rose, so 
did the BAR
s, grow
 m
ore potent and dynam
ic. Students’ centers 
would rise, arm
s and legs would shake and flail and a breath or vocal 
release was a com
m
on way for students to indicate the tension they 
were experiencing. 
Th
e next stage of the gam
e involves getting students to recite the 
alphabet while keeping the hacky-sac in the air. Wh
en I introduced 
going through the alphabet w
ith each progressive hit, I recall stu-
dents trying to walk away from
 the gam
e, saying, “I can’t do this. It’s 
too stressful!” and others not being able to speak the alphabet during 
the gam
e as their voices would cut out. N
ow, without knowing their 
histories and psychologies, I can’t explain w
hy som
e reacted w
ith 
one form
 of BAR and som
e another, but the fact that they occurred 
is what is im
portant. Wh
en a student, analyzing her lack of physical 
control and m
obility tells m
e, “W
ow, I forgot how m
uch adrenalin 
affects m
e in a stressful situation,” I see the need for this type of train-
ing. O
ver tim
e, with repetition of this gam
e, the students not only 
adapted, but began to thrive under their physical stress responses. 
They begin to w
ork w
ith ease and, in parallel, w
hen w
orking on 
stage com
bat techniques w
ith a partner, I’ve docum
ented m
uch 
lower stress levels after im
plem
enting this gam
e into m
y curriculum
 
rather than before. 
Th
is is only one exam
ple of how
 I train m
y students for BAR
. 
Another traditional gam
e I use is slightly m
odified version of “tag.” 
Instead of a free for all, two players are “it” and the rest of the class 
observes. Th
ere is only one touch for victory, so from
 the get go the 
gam
e is sudden death. Th
e only rule is that the face is off lim
its for 
safety. I encourage the observing students to watch for BARs in the 
players. Both player and observer are often am
azed at what the body 
will go through during stressful scenarios. Th
e progress that results 
from
 the gam
e of tag regarding BAR is usually higher than those of 
the K
eep the H
ack in the Air gam
e because the circum
stances of 
tag run m
ore parallel to a stage com
bat perform
ance. O
ne on one 
“com
bat,” high stakes, and an audience watching classify as Real-
ity Based Training m
ore than the high, com
m
unally based stakes 
hacky-sac has alone. 
Though both valuable I find the true physical/psychological 
preparation for stage com
bat perform
ance rooted m
ore in tag-like 
exercises. I have been told by m
y students, after having their first 
onstage stage com
bat experience, som
ething like the following: “I 
was scared at first, but then I realized it was just like playing our gam
e 
of tag.” Th
is is the result I am
 looking for - not a way of elim
inating 
adrenalin but rather a way to identify it and succeed with it while it 
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SAFD, the spread of the popularity of stage combat training has been 
overwhelming.  SAFD Fight Master Mike Chin recently spearhead-
ed an effort to update the online list of schools where SAFD Skills 
Proficiency Testing takes place (available on our new website!).  As 
shown by that list, dozens of institutions of higher learning (includ-
ing Ivy League schools) have now committed to stage combat as a 
vital part of their acting curriculum. With this boom, the demand for 
stage combat teachers has of course also increased.  
At the same time, it has become characteristic of the highly 
competitive nature of show business in the twentieth and early 
twenty-first centuries that individuals drawn to the performing arts 
have been forced to seek alternative income streams as they pursue 
their careers.  Since stage combat is a fun and engaging skill that 
The teaching of stage combat, in the form it takes today, is very 
new.  Not long ago, “stage combat instruction” was confined to the 
action of fencers or boxers who met with actors while they worked 
on a role, and coached them in techniques and stances.  From time 
to time, perhaps they even went so far as staging a fight.  It is notable 
that although the oldest actor training program in the English speak-
ing world began not so long ago (as recently as 1884), its training 
featured fencing instruction, but not stage combat – stage combat 
as a discipline, of course, did not yet exist.   It was not until the lat-
ter part of the twentieth century, when individuals such as Patrick 
Crean sought to codify and teach the principles of stage fighting, that 
courses in the techniques of this art form began to emerge.
In this country, in the few decades since the beginnings of the 
Profession
Fight Matters 
A Noble 
BY  JO SEPH  T R AV ER S ,  S A F D  F D/C T
Teaching has long been considered one of the “noble profes-sions.”  The term, applied to this and a few other occupa-tions (medicine and law, for example), acknowledges that teaching involves responsibilities and requires moral and ethical standards that go beyond those of most other liveli-
hoods.  Extreme dedication and self-sacrifice are the 
norm for its participants.  No doubt, the association 
of engaging in noble professions with being under-
paid comes in part from the frequent occurrence of 
teachers putting far more of their time and personal 
energies into their preparation, work and care for 
students than would be expected or even necessary 
for ordinary jobs.
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compassion, imagination, patience, authority, and character.  Their 
investigation starts from the premise that a teacher is much more 
than an instructor or an educator.  A teacher is an example.  Walking 
into a classroom to teach means serving as a model for the students 
who are waiting to learn.
How do we make our teaching better?  How do we train harder, 
question deeper, see our students more clearly, feel about them 
more deeply, and pass on to them the love we feel for this passion of 
ours?  Will a degree in Education be the key?  What about experience 
teaching other disciplines?  How about apprenticing and assisting 
an experienced teacher?  The answers will most likely be different 
for each individual, but one thing is certain – they must lie in re-
membering that we are not merely teaching principles, techniques, 
and practices.  In the end, we are not teaching stage combat.  We are 
teaching students.
Each one of us who has chosen to teach had a first teacher. The 
first person who, say, put a sword in our hand, or taught us to take 
care of a partner, passed on a tremendous legacy that is beyond noble 
in many of its best qualities – discipline, formality, romance, courage, 
hard work, boldness, daring, zeal, fun!  (As Paddy Crean would put 
it, “Za!”). It is now our duty, our responsibility, and our noble calling 
to pass that legacy on.   
Let’s do it!
is increasingly in demand, it can be a way of supporting one’s self 
while pursuing that “big break.”  If one is good at it, and could be 
paid to teach it, why not do so?   It would be a fair assumption to say 
that a majority of those who currently make the bulk of their living 
teaching stage combat began teaching as a supplement to their act-
ing pursuits, and there is nothing wrong with that. “Hyphenated” 
careers in the performing arts abound.  But when teaching becomes 
only one’s “survival job,” the nobler aspects of the occupation can 
take a back seat.  
For most of our country’s teachers, teaching is not a means to an 
end, but a career.  The majority of professional teachers go through 
rigorous training not only in their particular disciplines, but also in 
the science of Education.  Whatever the standards and theories of 
the time, the passing on of knowledge to younger generations has 
usually been taken very seriously by educators and society. 
In addition to technical preparation, we expect our teachers to 
exemplify society’s highest values.  Teaching anything - really teach-
ing - goes beyond instruction and information.  It means embodying, 
inspiring, imbuing, enriching, and ennobling.  In their book, The 
Elements of Teaching (1997, Yale University Press), James M. Banner, 
Jr. and Harold C. Cannon (both teachers) examine the qualities 
of which truly fine teaching is comprised, qualities that transcend 
the science of education into its art.  Among these they include 
Profession
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There is a single note I’ve given countless times over the years as both a fight director and teacher, to “open your eyes.” For various reasons, actors have a tendency to clench their eyes shut when doing the opposite could enhance the actor’s and the audience’s ability to connect to important moments of violence. One general way in which actors shut their eyes is in the habitual use of a 
“fight face.” This is a mask of aggression adopted by the actor, typi-
cally with clenched or bared teeth, a furrowed brow, flared nostrils, 
and of particular note here, squinting eyes. Sometimes actors are 
tempted to wear this mask from the first line of conflict until the 
last moments of the fight. There may be legitimacy in this aggressive 
facial mask, perhaps, when used as a prelude to violence. It is a facial 
posture with a singular purpose, to intimidate. 
This mask of aggression is the facial equivalent of puffing one’s 
chest and stretching to full height in a confrontation. Most animals 
have similar displays as a means of an aggressive deterrent. Roost-
ers and other birds puff up their feathers and/or spread their wings, 
blowfish inflate, horses and bears rear up, dogs round their backs and 
their hair stands on end (a physiological trait we humans share, called 
piloerection, which for some produces a tingling neck). All of these be-
haviors are prompted by the familiar fight-or-flight stimuli triggered 
by a threat, and are intended to create a larger or more threatening 
image. Keep in mind, these behaviors are all simply displays. Their 
function is intended as a tool of dominance; they are psychological 
weapons meant to avoid a fight. Should the confrontation actually 
lead to a fight, posturing displays may have little tactical advantage. 
For humans, standing tall with one’s chest thrust forward is an in-
stinctive stance of intimidation, but once the fight is on, instinct also 
instructs us to drop into a low and balanced stance. Similarly “fight 
face,” while useful as a means of intimidation, may be impractical 
during a real fight. The excess tension in creating this “mask” taxes 
facial and neck muscles, impedes breathing, and with eyes squinted 
to almost shut, it becomes difficult to see clearly. Try the following 
exercise: First, adopt your best “ultimate angry face”; clench and 
OPENER
ENGAGING THE AUDIENCE 
BY STAYING ENGAGED
By Jamie Cheatham, SAFD Certified Teacher and Fight Director
“The Taming of  
the Shrew”, 
featuring Ethan Hall 
(as Petruchio) and 
Brittany Boeche  
(as Kate). Note 
Hall’s open eyes
EYE-
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this “tactical mask” is less true to human nature and less safe for the 
actor-combatant.
Unfortunately, much of the media and even theatrical convention 
reinforces this kind of facial tension. Th e ferocious snarl is decidedly 
picturesque and theatrical, but we don’t need to perpetuate this. It is 
the mask worn more by the professional than competitive wrestler. 
One is putt ing on a performance; the other is trying to win. Close-
ups of athlete’s faces, even in extreme moments of exertion, tend to 
show mouths open, maximizing oxygen fl ow, and open-eyed con-
centration. No scrunching. Let us emulate these real-life pursuits 
of victory, and open our eyes.
An important part of our work as fi ght directors and actors is to 
tell the story of the fi ght. Looking at our targets not only enhances 
safety, by communicating clearly with our partners and by increas-
ing our accuracy (with blade, fi st or foot), but also helps to tell the 
story. The moment you spot your target signals your character’s 
thought or intention to the audience. By looking at our targets, the 
audience also knows where to look. On the receiving side, really 
seeing the att ack coming, rather than “sensing” it or simply noticing 
it peripherally, raises the stakes. Wh ile a parry may in fact be a well-
conditioned, almost automatic response, discovering the danger of 
an oncoming att ack is always more engaging. Th e more you take in 
and discover, the more in-the-moment you will be. It is a great part of 
our technique that we don’t have to “hide” from the audience. Quite 
the opposite - in our fast-paced sequences, it keeps the audience 
engaged and looking where we want them to; they look where we 
look. Th ere’s nothing worse than the audience missing a great punch 
because they got distracted, or worse, we let their att ention drift  to 
knaps and such that we don’t want them to notice. 
Of course there are characters who fi ght with abandon, and there 
are moments in fights when characters are “flailing,” attacking 
without clear intent or perhaps without regard for their own per-
sonal safety. If a character in these moments is not looking at precise 
targets, we are telling a very diff erent story, one that becomes more 
powerful by being the exception, rather than the rule. Th e rule then 
is that by really looking, your eyes will guide the audience. 
Wh at follows are my methods for improving your violence by 
improving your reactions. Th ere are oft en moments in reacting to 
violence or pain when actors commonly close their eyes. I believe 
one reason why some actors do this is uncertainty. If you’ve never 
been in a serious fi ght, never been hit full force in the stomach with 
a broadsword pummel in batt le (for example), it is reasonable to 
be unsure as to how to react. In these cases, I believe unsure actors 
default to closing their eyes and “hiding” their uncertainty from the 
audience. It is the job of a fi ght director to help fi ghters understand 
these foreign experiences, and to tell them to open their eyes.
bare your teeth, furrow your brow together, and snarl! Exaggerate 
it (for full eff ect) and hold it for at least 10 seconds, then release. Th e 
moment of release should reveal how much tension is involved and 
just how taxing it can be. You should also notice a diff erence in your 
ability to see clearly.
“Fight face” may be useful as a means of intimidation to avoid 
a fi ght, and in tactical moments between phrases to frighten one’s 
opponent. However, once the fight is on, once blows are being 
exchanged, the eyes should be open to fully take in any and all in-
formation. Th ink about a moment when something unexpectedly 
is thrown a litt le too close to your face. In such instances, one’s face 
tends to twitch back (out of harm’s way) and the eyes open wide, as 
your mind wonders, “what was that?!” Th e eyes are ready to take in 
information. Th e same impulse occurs (or should occur) in a fi ght. 
All the scowling and scrunching of the face is fi ne as a deterrent, 
but once the fi rst punch fl ies, the eyes widen, taking it in. Sight is 
our primary sense, and to lose any visual information in a fi ght due TH
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Michael Dalberg 
(in glasses) and Roberto 
Johnson wrestling in 
“Melancholy Play,” 
at University of 
Wisconsin-Parkside. 
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I believe another reason why actors close their eyes when acting 
pain is because they naturally relate stage combat pain to most of 
the pain experienced in life. An intense stomach cramp will indeed 
make you want to close your eyes, perhaps concentrating on the 
source of and ways to alleviate the pain. However these common-
place pains are not experienced in heightened or life-threatening 
situations. It is not unusual for an athlete to seriously hurt her 
Before going further, let me 
stress the importance of the re-
action. In every action we com-
mit on stage, there are three key 
storytelling moments: the mo-
ment before, the moment of the 
action, and the result, or the mo-
ment aft er. Surprisingly, despite 
all our (actor) att ention to blows 
and strikes, the most profound 
story telling moments, the ones 
that leave the biggest impact on 
the audience are actually the mo-
ments before and after. Using 
the example of the slap, the only 
way an audience knows if it was 
a big slap, a small slap, a painful 
slap, or an unsuccessful slap is 
by the moment before and the 
moment aft er. Th e moment be-
fore is the set up, including the 
wind-up. Th e diff erence between 
a big slap and a small slap is in the 
size of the wind-up. Similarly, the 
diff erence between a devastating 
slap and a glancing blow is told in 
the follow through and the reac-
tion of the receiver. Th e moment 
when the hand “contacts” the re-
ceiver’s cheek, the moment of the 
action, paradoxically gives the 
audience much less information. 
This is advantageous to us, 
since it goes by very quickly, is 
often intentionally obscured, 
and involves some element of 
fakery. We spend a great deal of 
attention on this moment for 
safety’s sake, but don’t let the 
att ention to this moment super-
sede the other two storytelling 
moments. Th e moment before 
and the moment after are the 
most important in communicat-
ing the story of the action. Th e 
reaction’s importance is how 
it impacts the audience’s last 
impression of each technique.
In reacting to the slap, one 
must realize that this “moment 
aft er” is prime storytelling “re-
al-estate.” Reacting with one’s 
eyes shut closes the door to the 
audience’s involvement. Th e au-
dience relates to your experience by looking at your face, and particu-
larly your eyes (the proverbial windows to the soul). Reactions can 
be more impactful by simply keeping your eyes open! Let the audi-
ence share your pain, surprise, confusion and/or anger, all of which 
they can read in your eyes. Reactions to arm twists, hair-pulls and 
especially chokes all tend to elicit eyes-closed reactions from actors. 
By opening your eyes instead, you will bett er engage your audience. 
From “The Playboy of the 
Western World,” and features 
(Phil Zimmermann) as the recipient 
of the bite. Jonathan Matthew 
Finnegan as Christy, the biter.
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choice engages the audience. Opening your eyes, during even great 
pain, makes the audience root for you!
Perhaps the greatest moment to waste by letting the eyes close 
in pain is in the acting of a death scene. Again, whether it is death 
by sword wound or poison (or both if performing Hamlet), to pre-
maturely shut tight the portals of life is to again play the obstacle, 
instead of playing the action. Death speeches are made because the 
characters need to complete one last action (“report my cause aright to 
the unsatisfied…”). They struggle against death and the pain to fulfill 
their last moments of life. These are the 
last things you’ll see as your character; rel-
ish them. Or as Romeo instructs, “eyes, 
look your last.” 
Whether based in real life physiology, 
or in defiance of it, the stronger, more 
audience-engaging actions and reactions, 
whether dramatic or comic, are enhanced 
by keeping the eyes open. Experiment 
with this concept in the classroom. Try 
out a series of reactions for your students or peers; see which they 
respond to more. Students - watch your classmates try the same 
reaction, first eyes closed, and then eyes open. See which grabs you 
more effectively as a viewer. Ultimately, focusing clearly on targets 
and defense helps the audience follow along. Reacting with eyes open 
let’s them share your pain. Keeping a vigilant eye on your opponent, 
overcoming the pain, in order to see a path to victory will engage your 
audience in a believable and powerful struggle. Opening our eyes and 
relinquishing our “fight faces” for more natural, open responses will 
lead to stronger performances and a more engaged audience.  
ankle and not even notice how bad it is until the whistle blows or 
the game is over. Soldiers, despite life-threatening wounds, will 
press on to accomplish the mission or to save a comrade. Pain 
experienced in heightened situations doesn’t allow us to focus 
inward, closing our eyes. Stage fights must resemble these height-
ened situations. 
In the heightened situation of a fight, it is important to remem-
ber, too, that we are still dealing with goals and obstacles. Common 
goals in fights are to survive, to win, to escape or to destroy (your 
opponent). A common obstacle to all of these goals is pain. Actors 
must play the action, not the obstacle. Just as the injured athlete is 
focuses on the goal, not the pain, so too must the fighter on stage. 
Perhaps a character in the middle of a fight receives a very solid gut 
punch, stopping him in his tracks. This is not the time for him close 
his eyes or to take his focus off his opponent. Even if the pain is so 
intense it immobilizes him, he must remain active, trying to “see” 
what he could possibly do next. Even the struggle to see clearly is 
active. The need for self-preservation should supersede the impulse 
to shut one’s eyes or “give in” to the pain. Audiences are paying to see 
characters that fight to win their goals. The moment someone gives 
in to the pain, they’ve given up, and we stop rooting. Closing one’s 
eyes “to suffer” is a signal that your character is no longer willing to 
fight past the pain in order to succeed. Further, it belies the illusion 
that more violence might occur unexpectedly. No matter the amount 
of pain a character might be suffering, he or she, like the wounded 
soldier, should be looking for some way to achieve the goal. This 
From “The Musical 
Comedy Murders of 
1940”. Pictured: Aaron 
Verbrigghe and Robin 
Schneider. Emotion is 
clearer when the 
audience can see the 
performer’s eyes.
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Kernersville, NC
(336) 993-3255
dale.girard@ncstunts.com
MARK GUINN 
Ruston, LA
(318) 614-1636
fmguinn@me.com
k. JENNY JONES 
Cincinnati, OH
kj_jones@msn.com
DAVID S. LEONG  
Richmond, VA
(804) 986-4890
dsleong@vcu.edu 
SCOT MANN 
Macon, GA
(478) 787-7691
mann_sj@mercer.edu
Emeritus
J.D. MARTINEZ
Lexington, VA
H: (540) 463-3756
W: (540) 463-8005
martinezj@wlu.edu
RICHARD RAETHER 
Rockford, IL
(815) 540-4717
rraether@me.com
www.rraether.com
IAN ROSE 
Philadelphia, PA
(215) 802-3885
rosefights@comcast.net
RICHARD RYAN 
Charlotte, NC
(323) 209-5240
richard@stagefight.com
www.stagefight.com
J. ALLEN SUDDETH  
Glen Ridge, NJ
H: (973) 748-5697
C: (973) 223-5056
nyfgtdirctr@aol.com
DAVID WOOLLEY 
Chicago, IL
C: (312) 560-5448
W: (312) 344-6123
guido@theswordsmen.com
dwoolley@colum.edu
www.theswordsmen.com
GEOFFREY ALM 
Seattle, WA
H: (206) 365-3870
C: (206) 920-1047
gbald@juno.com
AARON ANDERSON
Richmond, VA
(804) 683-3483
adanderson@vcu.edu
JASON ARMIT  
Atlanta, GA
(404) 964-1957
jasonarmit@gmail.com
www.jasonarmit.com
JOHN BELLOMO 
Philadelphia, PA
H: (215) 334-1814
C: (215) 262-1591
jvbellomo@verizon.net
J. DAVID BRIMMER 
Yardley, PA
(347) 512-3932
jdavidbrimmer@aol.com
PAYSON BURT 
Norristown, PA
(610) 389-7898
paysonburt@gmail.com 
BRIAN BYRNES  
Houston, TX
(713) 446-4004
bbyrnes123@yahoo.com
JAMIE CHEATHAM 
Racine, WI
(262) 595-2522
cheatham@uwp.edu
MICHAEL G. CHIN 
New York, NY
646-246-4061
chinmichaelg@gmail.com
CHARLES CONWELL
Chester Springs, PA
H: (610) 827-7707
W: (215) 717-6454
CConwell@uarts.edu
PAUL R. DENNHARDT 
Stanford, IL
(309) 530-3069
prdennh@ilstu.edu
DEXTER FIDLER
San Francisco, CA
(415) 810-3476
dexfid@yahoo.com
BRENT GIBBS 
Tucson, AZ
(520) 621-9402
brentg@email.arizona.edu
Emeritus
MICHAEL JEROME JOHNSON 
Jackson, WY
(202) 258-1177
jjohnsonmichael@gmail.com
JEFF A.R. JONES 
Raleigh, NC
(919) 325-2842
jarjones@nc.rr.com
k. JENNY JONES 
Cincinnati, OH
kj_jones@msn.com
COLLEEN KELLY 
Staunton, VA
(540) 849-8870
colleenkhome@gmail.com
GEOFFREY KENT
Denver, CO
(303) 877-2670
geoffrey@thefightguy.com
www.thefightguy.com
RICHARD LANE 
San Francisco, CA
(415) 336-8765
richardlane@pacbell.net
www.academyofthesword.org
BRUCE LECURE 
Miami, FL
(305) 903-9250
Blecure@aol.com
DAVID S. LEONG  
Richmond, VA
(804) 986-4890
dsleong@vcu.edu 
Emeritus
RICHARD LANE 
San Francisco, CA
(415) 336-8765
richardlane@pacbell.net
www.academyofthesword.org
ROBERT MACDOUGALL 
Seattle, WA
(206) 522-2201
clanrdmacd@aol.com
MIKE MAHAFFEY 
Hollywood, CA
(818) 749-8393
mike_mahaffey@hotmail.com
Fight Directors
College of Fight Masters
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GEOFFREY ALM 
Seattle, WA
H: (206) 365-3870
C: (206) 920-1047
gbald@juno.com
LACY ALTWINE
North Hollywood, CA
(818) 749-8394
lacy_altwine@hotmail.com
AARON ANDERSON
Richmond, VA
(804) 683-3483
adanderson@vcu.edu
MICHAEL ANDERSON 
Bloomington, MN
(612) 759-9711
JackMikeAnderson@gmail.com
LERALDO ANZALDUA
Houston, TX
(281) 732-4708
leraldo_a@hotmail.com
JACKI ARMIT  
Gretna, LA
(404) 408-2221
jackiarmit@gmail.com
JASON ARMIT  
Atlanta, GA
(404) 964-1957
jasonarmit@gmail.com
www.jasonarmit.com
JONATHAN BACA 
Cincinnati, OH
(513) 295-4788
jbaca@newedgecliff.com
TIM BELL
Orlando, FL
(954) 401-3445
stuntbell@earthlink.net
JOHN BELLOMO 
Philadelphia, PA
H: (215) 334-1814
C: (215) 262-1591
jvbellomo@verizon.net
ANGELA BONACASA 
Castine, ME
(207) 610-9970
goodhouse@hotmail.com
IAN BORDEN 
Lincoln, NE
(616) 826-3506
ianmborden@yahoo.com
BOB BORWICK 
Athens, TN
(423) 381-9972
bobbyborwick@yahoo.com
J. DAVID BRIMMER 
Yardley, PA
(347) 512-3932
jdavidbrimmer@aol.com
H. RUSS BROWN 
Whitehouse, TX
(903) 360-1026
hruss@revengearts.com
www.revengearts.com
JAMES N. BROWN
Wyomissing, PA
(267) 258-2341
JNBrown12153@aol.com
JAY BURCKHARDT 
Chicago, IL
(312) 450-4173
jkchoreography@yahoo.com
T. FULTON BURNS 
Mobile, AL
(251) 460-6202
t_fulton_burns@yahoo.com
PAYSON BURT 
Norristown, PA
(610) 389-7898
paysonburt@gmail.com 
BRIAN BYRNES  
Houston, TX
(713) 446-4004
bbyrnes123@yahoo.com
JOHN CASHMAN
Certified Teacher
Regional Representative, NE
352-208-2449
johncashmanjr@me.com
GINA CERIMELE-MECHLEY
Cincinnati, OH
(513) 200-5866
swordlady@zoomtown.com
BARBARA CHARLENE
Macomb, IL
(703) 216-7532
bseifert82@gmail.com
JAMIE CHEATHAM 
Racine, WI
(262) 595-2522
cheatham@uwp.edu
Certified Teachers
SCOT MANN 
Macon, GA
(478) 787-7691
mann_sj@mercer.edu
JOHN MCFARLAND 
Brookfield, IL
(708) 955-8767
mcfarland.john@sbcglobal.net
DR. ROBIN MCFARQUHAR 
Urbana, IL
(773) 398 9500
rmcfarqu@uiuc.edu
ADAM NOBLE 
Houston, TX
(812)272-4148
nobledynamic@gmail.com
TIM PINNOW 
Grand Junction, CO
(575) 496-2369
tpinnow@mesastate.edu
RON PIRETTI 
New York, NY
(917) 385-9750
ron.piretti@gmail.com
RICHARD RAETHER 
Rockford, IL
(815) 540-4717
rraether@me.com
www.rraether.com
RICKI G. RAVITTS
New York, NY
(212) 874-7408
rickifights@yahoo.com
IAN ROSE 
Philadelphia, PA
(215) 802-3885
rosefights@comcast.net
RICHARD RYAN 
(323) 209-5240
richard@stagefight.com
www.stagefight.com
NICOLAS SANDYS 
Chicago, IL
(773) 274-0581
Voice: (773) 398-3034
npullin@depaul.edu
JOHN TOVAR 
Geneva, IL
(630) 330-4293
john_tovar@sbcglobal.net
CHRISTINA TRAISTER 
Eaton Rapids, MI
(310) 213-2558
traimez@gmail.com
JOSEPH TRAVERS 
New York, NY
(212) 726 2400
swordplay98@hotmail.com
ROBERT “TINK” TUFTEE 
Brooklyn, NY
(718) 788-4957
Tink@fights4.com
www.fights4.com
STEVEN VAUGHAN 
Grand Island, NY
(716) 474-1160
svsv55@yahoo.com
ROBERT WESTLEY 
New York, NY
(617) 620-5057
rtwestley@gmail.com
DAVID WOOLLEY 
Chicago, IL
C: (312) 560-5448
W: (312) 344-6123
guido@theswordsmen.com
dwoolley@colum.edu
www.theswordsmen.com
JACK YOUNG 
Houston, TX
(610) 737-5092
jackyoung59@hotmail.com
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MICHAEL G. CHIN 
New York, NY
(546) 246-4061
chinmichaelg@gmail.com
JONATHAN COLE 
Salem, OR
(503) 798-2783
jon@revengearts.com
www.revengearts.com
CHARLES CONWELL 
Chester Springs, PA
H: (610) 827-7707
W: (215) 717-6454
CConwell@uarts.edu
J. ALEX CORDARO
Philadelphia, PA
(267) 496-1497
jalexcord@yahoo.com
CHUCK COYL 
Chicago, IL
(773) 764-3825
chuckcoyl@prodigy.net
BRUCE CROMER 
Yellow Springs, OH
(937) 775-2430
bruce.cromer@wright.edu
www.brucecromer.com
TED DECHATELET
McMinnville, OR
(503) 560-0636
ted@revengearts.com
www.revengearts.com
NATHAN DECOUX 
New York, NY
(718) 683-0303
mrfightguy@yahoo.com
www.gothamarmory.com
PAUL R. DENNHARDT 
Stanford, IL
(309) 530-3069
prdennh@ilstu.edu
CHRISTOPHER DUVAL
Moscow, ID
(208) 310-2828
cduval@uidaho.edu
ROBERT RADKOFF EK 
Champaign, IL
(850) 322-4577
radkoff@yahoo.com
MATTHEW E. ELLIS 
Norman, OK
(405) 204-7156
mellis@ou.edu
BRIAN EVANS
Athens, OH
323-397-4952
evansb1@ohio.edu
DEXTER FIDLER 
San Francisco, CA
(415) 810-3476
dexfid@yahoo.com
AL FOOTE III 
New York, NY
(917) 710-1226
alfoote3@gmail.com
www.alfoote3.com
DREW FRACHER 
Highland Heights, KY
(859) 760-6230
vern10th@fuse.net
ERIK FREDRICKSEN 
Ann Arbor, MI
(313) 944-0116
hannis@umich.edu
TIZA GARLAND
Gainesville, FL
(407) 256-9215
TizaG1@aol.com
BRENT GIBBS 
Tucson, AZ
(520) 621-9402
brentg@email.arizona.edu
DALE ANTHONY GIRARD 
Kernersville, NC
(336) 993-3255
FightGuy@earthlink.net
dgirard@NCARTS.edu
DAN GRANKE
Richmond, VA
(734) 340-0602
Dan.granke@gmail.com
DR. STEPHEN GRAY 
Chicago, IL
(312) 420-0197
sgray@Elgin.edu
MARK GUINN 
Ruston, LA
(318) 614-1636
fmguinn@me.com
ROBERT HAMILTON 
Venice, CA
(310) 367-7396
ftnv21@gmail.com
ANDREW HAYES
Greencastle, IN
(765) 658-4596
amhayes@depauw.edu
MICHAEL HOOD
Indiana, PA
(724) 357-2282
mhood@iup.edu
ROBB HUNTER
Fairfax, VA
(917) 604-3008
robbhunter@preferredarms.com
www.preferredarms.com
DENISE ALESSANDRIA HURD
New York, NY
(212) 243-4867
DAHurd2000@gmail.com
Rocky Mountain Representative
KEVIN INOUYE
Laramie, WY
action@fightdesigner.com
JONATHAN JOLLY
Waco, TX
jonathancjolly@gmail.com
JEFF A.R. JONES 
Raleigh, NC
(919) 325-2842
jarjones@nc.rr.com
k. JENNY JONES 
Cincinnati, OH
kj_jones@msn.com
CASEY D KALEBA 
Washington, DC
(703) 568-7657
casey.kaleba@earthlink.net
www.toothandclawcombat.com
COLLEEN KELLY 
Staunton, VA
(540) 849-8870
colleenkhome@gmail.com
GEOFFREY KENT 
Denver, CO
(303) 877-2670
geoffrey@thefightguy.com
www.thefightguy.com
DR. MICHAEL KIRKLAND 
Virginia Beach, VA
(757) 226-4730
michhil@regent.edu
MARIANNE KUBIK
Charlottesville, Virginia
(434) 825-1071
marianne@virginia.edu
MICHELLE LADD 
Los Angeles, CA
(818) 438-8342
HRHmladd@aol.com
CRAIG LAWRENCE
Fairfax, VA
(240) 277-3850
FightGuyCL@gmail.com
fightguycl.weebly.com
BRUCE LECURE 
Miami, FL
(305) 903-9250
Blecure@aol.com
BILL LENGFELDER 
Rockwall, TX
(214) 768-3539
lengfeld@smu.edu
DAVID S. LEONG  
Richmond, VA
(804) 986-4890
dsleong@vcu.edu 
BRIAN LETRAUNIK
Beaumont, TX
773-805-0926
brian.letraunik@gmail.com
www.brianletraunik.weebly.com
GREGG C. LLOYD
Newport News, VA
(757) 594-8793
glloyd@cnu.edu
ROBERT MACDOUGALL 
Seattle, WA
(206) 522-2201
clanrdmacd@aol.com
MIKE MAHAFFEY 
Hollywood, CA
(818) 749-8393
mike_mahaffey@hotmail.com
JENNIFER M. MALE
Columbia, MD
(410) 428-5482
female_fights@yahoo.com
SCOT MANN 
Macon, GA
(478) 787-7691
mann_sj@mercer.edu
NEIL MASSEY  
Brookfield, IL
(708) 485-2089
neil@roguesteel.com
www.roguesteel.com
JILL MARTELLI-CARLSON
Greenville, NC
(252) 412-7887
carlsonj@ecu.edu
JOHN MCFARLAND 
Brookfield, IL
(708) 955-8767
mcfarland.john@sbcglobal.net
DR. ROBIN MCFARQUHAR 
Urbana, IL
(773) 398 9500
rmcfarqu@uiuc.edu
ADAM MCLEAN
Boston, MA
(804) 938-2222
mcleanadamb@gmail.com
NATHAN MITCHELL
Chelsea, MI
(586) 530-7353
natemitchell2004@hotmail.com
MICHAEL MUELLER
Boise, ID
(208) 570-3096
mjmueller3@gmail.com
www.mjmueller3.com
DOUGLAS MUMAW 
Statesville, NC
(704) 880-0819
drmumaw@gmail.com
theswordsmen.com
ROBERT NAJARIAN
Cambridge, MA
(617) 413-7817
neregrep@safd.org
MARTIN NOYES 
Savannah, GA
(714) 473 6279
bignoyes@hotmail.com
DAN O’DRISCOLL 
New York, NY
(646) 228-6878
Dan35051@aol.com
www.swordandtherose.com
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The Society of American Fight Directors is a not-for-profit organization 
dedicated to promoting safety and fostering excellence in the art of stage 
combat. The SAFD is committed to providing the highest level of service 
through initiating and maintaining guidelines and standards of quality, providing 
education and training, promoting scholarly research, as well as encouraging 
communication and collaboration throughout the entertainment industry. 
Whether you are a producer, director, actor or teacher, we can help accelerate 
your stage combat skills. SAFD members gain access to a world class 
networking organization, high caliber stage combat training and mentorship 
designed to expand your career. Our members include professional actors, 
directors, producers, educators, dancers, singers, stunt performers, historians, 
scholars and armorers working in theatre, film, television, all levels of 
academia, stunt shows, opera and the video gaming industry.
The SAFD Recognized Membership Levels
Actor Combatant
Any individual who has passed an 
SAFD Skills Proficiency Test and is 
current in Unarmed, Rapier & Dagger 
(or Single Sword), and another 
discipline. The SAFD considers Actor/
Combatants to be proficient in 
performing staged combat safely and 
effectively.
Friend
One need not be a stage fighter, 
teacher, or choreographer to join and 
be active in the SAFD. Any individual 
who has an interest in the stage 
combative arts who wants to keep 
abreast of the field and receive all the 
benefits of memberships may join as a 
friend.
Certified Teacher
Any individual who has successfully 
completed the SAFD Teacher 
Certification Workshop. These 
individuals are endorsed 
by the Society to teach staged combat 
and may teach the SAFD Skills 
Proficiency Test.
Fight Director
Any individual who has held the status 
of Certified Teacher of the SAFD for a 
minimum of three years and has 
demonstrated through work in the 
professional arena a high level of 
expertise as a teacher and 
choreographer of staged combat. These 
individuals are endorsed by the Society 
to direct and/or choreograph incidents 
of physical violence.
Advanced Actor Combatant
Any individual who is current in six of 
eight SAFD disciplines, of which at 
least three (3) must be recommended 
passes and is a member in good 
standing. The SAFD acknowledges 
Advanced Actor Combatants as highly 
skilled performers of staged fighting.
Fight Master
Individuals who have successfully 
fulfilled the requirements of Fight 
Master as established and published by 
the Governing Body and awarded 
recognition by the current body of 
Fight Masters (College of Fight 
Masters). Individuals must be members 
in good standing and engage in 
continued active service to the Society.
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Emeritus
MARK OLSEN 
New York, NY
Meo1005@aol.com
CORY ROBERT PIERNO 
New York, NY
(516) 993-7915
Corey.Pierno@gmail.com
CoreyPierno.com
TIM PINNOW 
Grand Junction, CO
(575) 496-2369
tpinnow@mesastate.edu
RON PIRETTI 
New York, NY
(917) 385-9750
ron.piretti@gmail.com
CHRISTOPHER PLUMMER
Suffern, NY
(845) 598-1501
shaxpear@me.com
NIGEL ADAM POULTON 
New York, NY and 
Brisbane, AUSTRALIA
US: (212) 941-7696 
AUS: 61-423-865-839
kaboom@powerup.com.au
RICHARD RAETHER 
Rockford, IL
(815) 540-4717
rraether@me.com
www.rraether.com
RICKI G. RAVITTS 
New York, NY
(212) 874-7408
rickifights@yahoo.com
CARA RAWLINGS 
Blacksburg, VA
(540) 449-2877
crawlings@vt.edu
ANDREW DYLAN RAY 
Shreveport, LA
(859) 552-8785
ard612@gmail.com
a-rayfights.blogspot.co.uk
DAVID REED
Waco, TX
(214) 458-0866
davidandreed@yahoo.com
davidreed-director.com
ANDREA ROBERTSON 
Phoenix, AZ
(602) 384-7775
andrea@fightcall.com
www.fightcall.com
RAY A. RODRIGUEZ
Far Rockaway, NY
(646) 373-8106
ranthrod66@yahoo.com
IAN ROSE 
Philadelphia, PA
(215) 802-3885
rosefights@comcast.net
DARRELL RUSHTON 
Frostburg, MD
(301) 687-4487
dsrushton@frostburg.edu
RICHARD RYAN 
(323) 209-5240
richard@stagefight.com
www.stagefight.com
NICOLAS SANDYS 
Chicago, IL
(773) 274-0581
Voice: (773) 398-3034
npullin@depaul.edu
JOHN PAUL SCHEIDLER 
Staunton, VA
(646) 337-7124
jpdoe@earthlink.net
EDWARD “TED” SHARON 
Fredonia, NY
(716) 673-3597
edwardbsharon@gmail.com
LEWIS SHAW
Towson, MD
(410) 340-1461
Lonniesc@aol.com
www.lewisshaw.com
LEE SOROKO 
Miami, FL
(305) 458-9306
lsoroko@miami.edu
KC STAGE 
Raleigh, NC
(859) 492-8215
SERegRep@safd.org
JIM STARK
Hanover, IN
(812) 866-7262
stark@hanover.edu
PAUL STEGER 
Lincoln, NE
(402) 472-7014
psteger2@unl.edu
DAVID STERRITT 
Atlanta, GA
(770) 883-0168
dsterr20@gmail.com
ELIZABETH STYLES
Chicago, IL
combat-ebeth@comcast.net
J. ALLEN SUDDETH  
Glen Ridge, NJ
H: (973) 748-5697
C: (973) 223-5056
nyfgtdirctr@aol.com
STERLING SWANN
Putnam Valley, NY
sswann9@aol.com
JASON PAUL TATE 
Lexington, KY
(502) 330-7299
jasonpaultate@gmail.com
www.jasonpaultate.com
JASON TIPSWORD 
Coralville, IA
(319) 530-0416
jason.tipsword@gmail.com
JOHN TOVAR 
Geneva, IL
(630) 330-4293
john_tovar@sbcglobal.net
CHRISTINA TRAISTER 
Eaton Rapids, MI
(310) 213-2558
traimez@gmail.com
JOSEPH TRAVERS 
New York, NY
(212) 726 2400
swordplay98@hotmail.com
ROBERT “TINK” TUFTEE 
Brooklyn, NY
(718) 788-4957
Tink@fights4.com
www.fights4.com
STEVE VAUGHAN 
Grand Island, NY
(716) 474-1160 
svsv55@yahoo.com
BRAD WALLER
Springfield, VA
(571) 334-7060
GlobeFG@aol.com
ROBERT WALSH 
West Newton, MA
(617) 448-5083
robertwalsh@rcn.com
ROBERT WESTLEY 
New York, NY
(617) 620-5057
rtwestley@gmail.com
MATTHEW R. WILSON
Washington, DC
(347) 247-0755
WilsonMatthewR@gmail.com
www.matthewrwilson.com
HEIDI WOLF
Seattle, WA
(206) 548-9653
nwregrep@safd.org
DAVID WOOLLEY 
Chicago, IL
C: (312) 560-5448
W: (312) 344-6123
guido@theswordsmen.com
dwoolley@colum.edu
www.theswordsmen.com
D.C. WRIGHT
Macomb, IL
(309) 333-3438
DC-Wright@wiu.edu
MIKE YAHN
New York, NY
(832) 928-7577
yahn.mike@gmail.com
www.mikeyahn.com
DAVID YONDORF 
Chicago, IL
(773) 983-5156
davidyondorf@hotmail.com
JACK YOUNG 
Houston, TX
(610) 737-5092
jackyoung59@hotmail.com
BRET YOUNT
London, UK
44-020-8881-1536
IntlRegRep@safd.org
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The Society of American Fight Directors is a not-for-profit organization 
dedicated to promoting safety and fostering excellence in the art of stage 
combat. The SAFD is committed to providing the highest level of service 
through initiating and maintaining guidelines and standards of quality, providing 
education and training, promoting scholarly research, as well as encouraging 
communication and collaboration throughout the entertainment industry. 
Whether you are a producer, director, actor or teacher, we can help accelerate 
your stage combat skills. SAFD members gain access to a world class 
networking organization, high caliber stage combat training and mentorship 
designed to expand your career. Our members include professional actors, 
directors, producers, educators, dancers, singers, stunt performers, historians, 
scholars and armorers working in theatre, film, television, all levels of 
academia, stunt shows, opera and the video gaming industry.
The SAFD Recognized Membership Levels
Actor Combatant
Any individual who has passed an 
SAFD Skills Proficiency Test and is 
current in Unarmed, Rapier & Dagger 
(or Single Sword), and another 
discipline. The SAFD considers Actor/
Combatants to be proficient in 
performing staged combat safely and 
effectively.
Friend
One need not be a stage fighter, 
teacher, or choreographer to join and 
be active in the SAFD. Any individual 
who has an interest in the stage 
combative arts who wants to keep 
abreast of the field and receive all the 
benefits of memberships may join as a 
friend.
Certified Teacher
Any individual who has successfully 
completed the SAFD Teacher 
Certification Workshop. These 
individuals are endorsed 
by the Society to teach staged combat 
and may teach the SAFD Skills 
Proficiency Test.
Fight Director
Any individual who has held the status 
of Certified Teacher of the SAFD for a 
minimum of three years and has 
demonstrated through work in the 
professional arena a high level of 
expertise as a teacher and 
choreographer of staged combat. These 
individuals are endorsed by the Society 
to direct and/or choreograph incidents 
of physical violence.
Advanced Actor Combatant
Any individual who is current in six of 
eight SAFD disciplines, of which at 
least three (3) must be recommended 
passes and is a member in good 
standing. The SAFD acknowledges 
Advanced Actor Combatants as highly 
skilled performers of staged fighting.
Fight Master
Individuals who have successfully 
fulfilled the requirements of Fight 
Master as established and published by 
the Governing Body and awarded 
recognition by the current body of 
Fight Masters (College of Fight 
Masters). Individuals must be members 
in good standing and engage in 
continued active service to the Society.
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THE SOCIETY 
OF AMERICAN 
FIGHT DIRECTORS
NATIONAL 
STAGE 
COMBAT 
WORKSHOPS
June 21–July 10
University of 
North Carolina 
School of the Arts
Check the SAFD website 
for updated information: 
www.safd.org/training/nscw
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